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The Operas of Jean Baptiste Lully : A SiMmary
This study of Lully's operas falls into three parts; 
biographical, analytical, and descriptive. Part One opens 
with a brief biographical sketch, concentrating on those 
aspects of Lully's life which are most relevant to his career 
as an opera composer. Lully's concept of drama is then 
discussed - this chapter deals in particular with the libretti, 
and the extent to which Lully was influenced by the structure 
and language offered him in the works of Philippe Quinault. 
Lully's establishment of the Acadë^mie Royale de Musique is the 
subject of the third chapter.
In Part Two I have first attempted to analyse Lully's 
style. Subsequent chapters deal in detail with both the 
form and function in the operas of the instrumental music, 
recitative, aria, the ensemble and the chorus. Part Three 
contains a list of sources for each opera - printed scores, 
manuscript copies, libretti and cast lists - and a critical 
resume^of the action of each) opera. There are five appendices 
which are intended to clarify aspects of the source material.
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P RE F ACE
In this study I have tried to present the case for 
wider knowledge of the operas of Lully. At the present 
time while Italian Baroque opera, from Monteverdi to 
Handel, is regularly revived, French opera of the same 
period is almost unknown. There are indications, indeed, 
that it is Rameau who will be the first composer of early 
French opera to emerge from the libraries into the theatres. 
But to recommend Lully's operas merely as a necessary 
introduction to Rameau's is to deny them the self-sufficient 
qualities which they undoubtedly possess. My aim, then, is 
to show that they contain music which is worth hearing, 
and drama which it is a deprivation to ignore.
But the fascination is not exclusively musical. The 
curious historical position of Lully is probably better 
known than his works: an Italian, forced by circumstances
to stamp out Italianisms in French music, Lully found 
himself creating a definitively French style both vocally 
and instrumentally. This and other paradoxes surrounding 
his magnetic character repay exploration. The examination 
of his music inescapably produces a sense of contact with the 
personality of the composer.
I should like to acknowledge with gratitude the award 
of a Susette Taylor Travelling Fellowship by Lady Margaret 
Hall, Oxford, which has enabled me to carry out essential 
research in France, also the award by the University of 
Surrey of a Tate and Holl scholarship. I am, too, grateful 
to the Music Department of the University of Surrey for 
making available facilities for both research into and 
performance of Lully's music, and in particular for the 
guidance, encouragement and constructive criticism of 
Dr. Hans Heimler. I should like to thank Amanda Jackson for 
her advice and assistance over preparing this manuscript, 
and^my family for permitting its considerable intrusion into 
their lives.
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Part One; Chapter One
LULLY - a biographical sketch
I Lully's Boyhood 1632-45 
II A Musical Education 1646-52 
III The Early Ballets: the French v. Italian crises 1653-61 
IV The Mature Ballets: collaboration with Moliere 1662-72
V The Founder of French Opera 1673-87
Lully's life reads like a romantic novel^ No greater 
contrast between obscure birth and ultimate fame can be found 
in any fictional biography. Few novelists would dare to propose 
the sequence of coincidences that brought about Lully's spectacular 
social rise and artistic triumph; and fewer still cou^d invent 
the character of such a man - a man whose life of ambition, avarice 
malice, and vice is redeemed only by his total dedication to his 
art and his peculiar, inconsistent, but undoubted genius.
I Lully's Boyhood 1632-45
Giambattista Lulli was born on November 29th 1632 to Lorenzo 
and Caterina (nee del Sera) Lulli in the parish of Santa Lucia 
sul Prato in Florence. This is the sum total of our certain 
knowledge of the first fourteen years of his life. Almost 
certainly his father was a miller: his mother was certainly a
miller's daughter.2 Later gibes at court confirm this: 'Le
moulin des environs de Florence dont son pere etoit meunier et le
/ /
bluteau de ce moulin, qui a ete son premier berceau, marquent 
encore aujourd'hui la bassesse de son origine.' 3
1 It is not surprising that his most important biographer, Henri 
Pruni&res, chose to publish a second biography of Lully in the 
form of a novel - the inspired blend of guesswork and known fact.
La vie illustre et libertine de J.B. Lully, Paris 1929.
X / /
2 Henri Prunieres, Lully, fils d'un meunier. Société Internationale 
de Musique June 1912 p. 59.
3 Henri Guichard, Factum pour le Sieur Guichard contre J.B. Lullv 
1676. Bibliothèque Nationale.
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The truth about his origins was not widely known even to his 
friends and admirers, however. Le Cerf de la Vieville  ^ is 
content to recount mere gossip and to cite a gardener of the 
Grand Duke of Tuscan'^ who resembled Lully and bore his surname.
We can reasonably guess that at this period of his life 
Lully learnt to play the guitar: it is in the nature of musical
talent to declare itself young, and it would be surprising if 
Lully were not playing an instrument at this age. Further, we 
know that he could play the guitar when in the employment of 
Mademoiselle de Montpensier between 1646 and 1652. Finally,
Lully was, all his life, given to improvisation of a harmonic 
nature - his composing was done at the keyboard and his extempore 
performance of minuets on the guitar was one of the gifts which 
secured his welcome among the de Vendôme and de Conti circles. 
Lully's attitude to composition was formed at this early stage 
and did not alter in essentials. Music was something to be 
created under his fingers, on the keyboard or fingerboard of 
his favourite instruments.
It seems likely that at this period of his life Lully saw 
Italian comedy, which contained singing and dancing besides 
dramatic representation. Making our deductions from gifts shown 
later in his life, we can infer that Lully absorbed - if he did 
not receive actual training in - the whole pantomimic art of the 
comedians. He was an accomplished dancer and his early reputation 
at court was founded largely on this skill. Later, his ability 
to make the king laugh ensured an enduring popularity. This 
skill, and this awareness of spoken drama - both rare in a
4 The earliest biography of Lully appears in Le Cerf de la 
Vieville, La comparaison de la musique italienne et de la 
musique française. Le Cerf is a Lully enthusiast, and while 
possibly unreliable as a source of facts, is invaluable in 
conveying the intensity of pro-Lully partisanship in the decades 
immediately after his death. The account was first published 
in 17Qi^-6 in Brussels and was reprinted in 1725 as part of the 
second edition of Pierre Bourdelot and Jacques Bonnet's Histoire 
de la Musique. It is this edition which has been cited throughout 
The reference for the above anecdote is vol III p. 168.
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conventionally educated musician - extended their influence over 
Lully's conception of trag^ie lyrique, his development of 
dramatic as opposed to geometric ballet, and his cross-fertil­
isation of recitative with declamation.
II A Musical Education 1646-52
In 1646 the first stroke of good luck came Lully's way.
Once again, the known facts are bare enough: Lully was engaged
by Roger de Lorraine, the Chevalier de Guise, to speak Italian 
with his cousin. Mademoiselle de Montpensier, the daughter of 
Gaston d'Orléans. Lully arrived in Paris in March 1646.
We can only speculate, as all commentators have speculated, 
on the cause which brought the boy from an undistinguished and 
indeed humble background to the notice of the Chevalier de Guise. 
The Chevalier was unlikely to acquire, unrecommended, a mere 
street musician to amuse and instruct his boldly intellectual 
cousin. There appear to be two possible links: the Chevalier's
host in Florence was the Grand Duke of Tuscarfiy who might have 
known of the Lulli family 1 and the histrionic or musical talents 
of the boy. Alternatively is is just conceivable that the 
Chevalier's father, Charles de Lorraine, who lived in Florence 
between 1631 and 1644, might have come across the family. In 
either case a certain degree of extrovert plausibility in the 
young Lully can be inferred from both the recommendation and the 
appointment.
Fortune placed Lully in the centre of Paris society and in 
a richly musical environment. Mademoiselle de Montpensier 
employed six 'violons' in her household, and also retained the 
services of Michel Lambert, a celebrated singer and teacher of 
singing, and his pupil and sister-in-law, Hilaire Depuy.
1 Who were perhaps related to his gardener ? See p.3
2 Generic term for the whole family of string instruments
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These were the years of Lully's musical education. He is 
quoted as saying 'qu'il n'avait jamais appris plus de musique 
qu'il n'en savait a l'âge de dix-sept ans.'  ^ Probably at this 
period he learnt to play the violin. The popular legend that 
Lully was a kitchen hand arose from a statue by the sculptor 
Adrien Gaudez of Lully, attired as a scullion, playing the 
violin. Mademoiselle's mémoires are, however, clear as to the 
purpose of his engagement: 'pour que je puisse parler avec lui,
l'apprenant lors.'  ^ And a document giving 'L'Etat des officiers 
de Mademoiselle, fille de Monseigneur le duc d'Orléans, et des
/ / g
gages dont ils jouissent en la présente annee 1652' mentions 
Lully as one of three 'garçons de la chambre' at 150 livres a 
year. Perhaps we may retain the violin while dispensing with the 
appurtenances of the kitchen.
Lully's formal studies with the three organists Roberday, 
Metru, and Gigault, may well date from these years. Little is 
known of these musicians as teachers of composition. Roberday 
was organist at the church of the Petits-Peres. He is notable 
for allegedly advocating freedom from the 'rules' of composition. 
La Laurencie  ^quotes him as saying 'ce qui plait \ 1'oreille 
doit toujours être mis dans les règles de la musique.' Hardly 
helpful advice to the untaught Lully. Metru was maître de 
chapelle des jésuites, and Gigault, organist of St. Nicholas-des- 
champs. St. Martin-des-champs, and 1 'Hôpital du Saint-Esprit.
One or ail of them must have taught Lully the traditional study 
of the archaic contrapuntal style.he uses in his church music.
1 Quoted verbatim in many secondary sources including: Lionel 
de la Laurencie, Lully, Paris 1911 p.7
/ '
2 Mademoiselle Anne-Marie-Louise de Montpensier, Mémoires, 
ed. Cheruel n.d. Ill 348.
3 Henri Prunieres, Lionel de la Laurencie, La Jeunesse de Lullv, 
Société Internationale de Musique March 1909 p. 237.
4 La Laurencie og). cit. p. 10
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Lully probably learnt more relevantly from Lambert, from the 
performances of the vingt-quatre violons, and from the Italian 
musicians in Paris. Luigi Rossi's Orfeo, performed in 1647 forms 
yet another tantalizing question mark over Lully's early 
musical experience; we cannot prove that he saw a performance 
of the work, though it seems very likely that he would have done 
so.
The French flirtation with Italian opera which began with
a performance of Caccini's Euridice in Paris in 1604 was
spasmodically carried on throughout the seventeenth century.
By the time Lully came to Paris it had become a matter for
politicians rather than musical preference. Cardinal Mazarin,
who became a naturalised Frenchman only in 1639, made the
promotion of Italian music in France his life's obsession.
Prunieres suggests that criticism of the Italian operas was an
indictable offence; 'Au debut de la Fronde nous verrons la
police informer sous main contre ceux qui parlent mal de 1'opera
\ / / 
et embastiller des poetes soupçonnes d'avoir exerce leur verve
satirique aux dépens de l'Orfeo.' An unnamed Italian opera was
produced in February 1645, 2 and La Finta Pazza later in the
same year. Cavalli's L 'Egisto followed in 1646, and Rossi's
Orfeo in 1647. An interesting aspect of these operas is the
printing of the libretti with explanatory summaries in French -
these being sold, together with the necessary candle, at the door
of the theatre. Among the public these works seem to have
generated little but hostility to the expense of the productions,
resentment at the arrogance of the Italian singers, and
indifference to the musical qualities.
It was the machines which received the most popular acclaim. 
From about this period spectacular comedies built around a trivial 
plot, a couple of songs, and elaborate machine effects enjoyed
1 Henri Prunieres, L'Opéra italien en France avant Lulli, 
Paris 1913 p. 44
2 Possibly Nicandro e Fileno, see Prunieres op. cit. p. 340
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a huge success in the Theatre du Marais. These comedies often 
parodied the Italian works: in 1648 La grande journee des
Machines ou le mariage d'Orphée et d'Eurydice was given. The 
art of the machinists also influenced more serious drama. 
Corneille's Andromède was commissioned in 1648 to make use of 
the Orfeo machines. Even the highly traditional field of the 
royal ballet shows some influence. The Ballet de la Nuit, the 
first ballet to which Lully is known to have contributed, is 
also the first grand, spectacular ballet with machines.^
In the minds of French musicians, however, Italian opera 
constituted an invasion which threatened both their livelihood 
and their musical traditions. Lully, who was to become 
chauvinistically French in his musical attitudes, feared Italian 
rivalry throughout his life. Knowing from his childhood and 
from these intermittent reminders the sheer professionalism of 
Italian music at this period, he was later to take draconian 
measures to ensure it remained unperformed in France.
Ill The Early Ballets: the French v. Italian crises 1653-61
Just at a time when his nominal servitude might well have 
seemed an encumbrance, Lully was rescued by a second stroke of 
good fortune. Mademoiselle was an ardent and active supporter
of the anti-Mazarin party. In March 1652 she assisted at an
/
attempt led by the Prince de Conde to hold the town of Orleans 
against the king. This minor revolution failed, and Mademoiselle, 
disgraced and exiled in her chateau at Saint-Fargeau, authorised 
Lully to leave her service.  ^ A life of rural retirement was no 
use to Lully's career. But the important step from making his 
escape from Saint-Fargeau to finding employment at Louis'
1 Prunieres op. cit. p. 335
\ / /
2 Mile, de Montpensier loc. cit.: 'Apres avoir ete quelques
années à moi je fus exilée; il ne voulut pas me suivre a la 
campagne; il me demanda son conge^ ; je le j|ui donnai, et depuis 
il a fait fortune car c'est un grand baladin.'
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court is totally undocumented. A probable link is Michel Lambert, 
who was now director of the royal concerts. Lully's career was 
at all times spectacular and his early life at court was no 
exception; he left Mademoiselle no earlier than the November of 
1652. By March 16th 1653 he had become so useful and so well 
thought of at court that Louis appointed him compositeur de la
musique instrumentale to collaborate with (and soon to supplant) 
Mazuel, 
ballets.
/
Verpre, and others in composing dances for the royal
It seems as if this appointment was the direct result of 
Lully's contribution to Benserade's Ballet de la Nuit, performed 
on February 23rd 1653.^ It was a widely reported success. ^
The recitatives are by Cambefort but at least some of the dances 
must have been by Lully. As most of these exist as a dessus 
part only it is difficult to form an impression of the work.
It is, of course, unreasonable to expect to be able to trace 
the personal style of Lully in his first recorded composition.
A tendency which can be detected in the earlier volumes of the 
Collection Philidor  ^however, emerges in this work as a definite 
characteristic: the dotted ('saccade') rhythm, often introduced
by a J J J J pattern, dominates the dance music and
overture. It is impossible to say whether Lully was the 
presiding influence behind this style (which was, as we have 
said, not unprecedented though rare in the pre-Lully ballets) or 
whether he merely conformed to prevalent musical fashion. This 
rhythmic pattern, however, becomes characteristic of his dance 
movements and overtures from this point until his death.
1 This work can be seen in the Bibliothèque Nationale Res. F. 501 
The shelf marks of the ballet scores appear in am. appendix to 3.
"tiEBS
2 C.F. le Menestrier, Des ballets anciens et modernes, Paris 
1682 p. 176. See also Jean Loret, La Muze Historique Paris 
1857, I 347.
3 An important manuscript collection of ballets, which includes 
all Lully's extant ballet scores. See Appendix 3 (a).
Ex 1
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The next ballet we know Lully to have worked on is the 
Ballet des Proverbes performed on February 17th 1654. ^
No music survives. Lully's contribution was probably some of 
the dance movements again - although ballets were collaborative 
works, composers specialised in either vocal or instrumental 
music. Quite apart from the implications of his official title, 
Lully's knowledge of the French language was still imperfect, 
and his taste for French vocal music, as we shall see in later 
ballets, was slow to develop.
Another of Mazarin's pro-Italian gestures took place on 
April 14th 1654: Le Nozze di Peleo e di Theti, (sic) described
as a 'comédie italienne en musique entremesl^e d'un ballet sur 
le mesme sujet.'  ^The comedy was the work of Abbe Buti and the 
composer was Carlo Caproli (at that time Maître de la Musique 
du Cabinet du Roy). The ballet was by Lully and besides many 
dances similar in style to Ex. 1, we also have an example of one 
of Lully's first minuets - quoted because it might equally well
1 Loret, op. cit. I 468
2 Loret, op. cit. I 485
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have come from a work some thirty years later. If evidence 
of Lully's personal style in Ex. 1 is debatable - though I do 
not think it admits much doubt - then here at least is a wholly 
characteristic Lully minuet.
Ex. 2
Ex 2 Ballet de lelee et de Thétis Res ? 500 p4
-ÎZZ.
=t:
.-t.
II M
C-V I \/ I I \ *
____
T
Lully continued in his double career as composer and dancer 
with the Ballet du Temps on November 30th 1654,  ^and the Ballet 
des Plaisirs, February 4th 1655. Prunieres suggests that 
a long and rather clumsy serenade, 'Peutetre dormez vous, adorable 
inhumaine' might be by Lully; I feel he was most unlikely to 
have set French words at this stage. In his score of Les 
Plaisirs Philidor includes a lovely and mature 'Recit du Pan' 
which sounds like much later Lully and indeed might well be, 
since Philidor's source for this movement was that this piece 
was sung to him by Louis XIV in 17131
1 Loret, op. cit. I 573
2 Loret, op. cit. II 15
3 Preface to vol. I of Les Ballets, Paris 1930, p XVII et seq
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Two works date from May 1655: a 'Dialogue Italien de la 
Guerre avec la Paix' is described by Loret  ^- 
'Et ce qu'ils chantèrent alors 
(Digne d'avoir bien la vogue)
C'estoit un charmant Dialogue 
De la Guerre avecque la Paix,
Un des beaux qu'on chanta jamais.
Et dont l'air, presque è 1'improviste.
Fut notè^ par le sieur Baptiste.'
This work of which no music survives may well have been Lully's 
debut in vocal music, for while 'air' in seventeenth century 
parlance usually implies dance movement, Loret uses it loosely 
for both vocal and instrumental numbers. Also missing, but 
performed on May 30th 1655, is the Ballet des Bienvenues which 
contained a vocal setting definitely by Lully. It is described 
in the libretto: 2 'Récit crotesque italien, partie de voix,
partie d'instrumens, représentez par des personnages bizarrement
vestus, avec quantité^de postures et plaisantes actions du corps.' 
The libretti record that Lully also contributed an Italian scene 
to the Ballet dm Psycht^ ^  performed on January 16th 1656: 'Un
antre s'ouvre. Pluton parest sur son trône environne'de demons.
La Crainte, le Soupçon, le Desespoir, et la Jalousie font un 
concert Italien soutenu de divers instrumens, compose par le 
sieur Baptiste.' Most of the singers were Italian:
La Jalousie La Signora Anna 
Le Soupçon Le Signor Rondi
Le Desespoir Le Signor Tagliavacca
La Crainte was sung by Meusnier St Elme, who with Signora Anna 
had sung in the 'Dialogue de la Guerre avec la Paix' mentioned 
above.
1 Loret, op. cit. II 47
2 Published by Ballard, Paris 1665 p 6
3 Loret, op. cit. II 150. No music survives
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A further lost ballet was performed on February 14th 1656 - 
Les Galanteries du Temps.  ^ It seems to have been a significant 
milestone. The whole of the music was by Lully, including all 
the vocal music - which was a setting of Italian words. The 
libretto also mentions that this work saw the first public 
appearance of the Petits-Violons, Lully's own band of 16 (later 
21) string players, formed by Lully because of his disputes  ^
with the old-established royal orchestra, the vingt-quatre violons. 
These players cherished a traditional style of playing which 
consisted of a continuous individual ornamentation of the music, 
most of which was known by heart and hallowed by time and custom. 
Lully required his orchestra to be able to sight-read. He also 
imposed uniform bowing within each section, vehemently banished 
all unwritten ornamentation - and began to form the style of 
playing associated with his opera overtures, the precision and 
brilliance of which was one of his most enduring successes.
While Lully's contribution to a new French orchestral style 
was eventually more positive than the mere abolition of traditional 
French playing, his direction of the Petits-Violons at this period 
might have been regarded as a pro-Italian move. Lully was deeply 
involved in the Franco-Italian rivalry as his next work shows.
On January 17th 1657 the Italian comedy by Abbe" Buti, Amor Malato, 
was given, with enormous success.^ The ballet, intermingled with 
the comedy as in Peleo e Theti, was entirely by Lully. It not 
only contains Lully's first known setting of French words, but 
also shows him consciously moving from one style to another, 
contrasting his already fluent Italian vocal writing with the 
short-winded, halting line Lully apparently thought appropriate 
for a French air. It is many years before Lully gives anything 
approaching a bel canto line to his French airs.
1 Loret, op. cit. II 160
2 See Raisons qui prouvent manifestement que les compositeurs
de musique ou les musiciens qui se servent des clavecins, luths,
et autres instruments d'harmonie ......  n'ont jamais été et ne
peuvent être de la communauté^ des anciens jongleurs et mènestriers 
de Paris. Paris 1695 p. 32
3 Loret, op. cit. II 291
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The distinction of styles is even more clear-cut in his 
next ballet. The Grand Ballet d'Alcidiane et Polexandre was 
given a particularly lavish performance on February 14th 1658. 
Loret  ^gives an enthusiastic account of the orchestra: (which
may be exaggeraged - I form the impression that his regard for
1 Loret, op. cit. II 444
— 14 —
rhyme and metre may occasionally distort his function as an 
eyewitness reporter) ^
'Un grand concert, des plus charmans 
Compose^ d'octante Instrumens 
(Encor, dit-on, octante et quatre)
Fait l'ouverture du tèatre;
Sçavoir trente et six violons
Qui sont, presque, autant d'Apollons,
Formans un melange cëleste.
Flûtes, clavessins, et le reste,
Guiteres, Teorbes, ou Luths 
Et des violes de surplus.
Ce grand nombre de Symfonies 
Admirablement bien unies 
Y font un efet sans égal 
Et certes pour l'art muzical 
Je serois un franc Athéiste 
Si je ne croyois que Baptiste 
Non obstant les vielles chansons 
Est un des célèbres garçons 
Pour la rare et grande harmonie 
Qu'ait jamais produit l'Auzonie.
Puisque c'est luy qui, tout-de-bon,
Pour^ plaire a Louis de Bourbon
Ingenieuzement assemble
Tant de soins diférans ensemble.'
Apart from the description of the orchestra, Loret's account 
is valuable in giving evidence of Lully's growing reputation. 
Benserade, too, celebrates Lully's fame in one of the little 
epigrams he inserted into his libretti. In the Vllth Entree of
Alcidiane Lully, in the guise of a captain, has these words put
into his mouth:
'Au lieu de m'emporter j'aurai meilleure grace
D'etre modeste sur ce point,
\
Sans me vanter ici que le siecle n'a point 
De capitaine qui me passe.'
1 Loret's reliability is called into question by a later 
couplet in the same letter:
'Benserade en a fait les Vers 
Boisset et Moliere, les airs'
I have not found any commentator who does not consider the 
entire ballet to be the work of Lully. Moliere, usually 
spelt Mollier, indeed, was unlikely to collaborate with 
Lully at this period, since he had written the Ballet des 
Plaisirs Troubles in 1657 in a frank attempt to rival the 
success of Amor Malato.
— 15 —
For 'capitaine' read 'compositeur' and we have a vivid picture 
of Lully's position at court - with the added twist that as he 
had to speak these words himself, they may be taken to represent 
his own opinion of himself, as well as popular acclaim. 
Benserade's gentle and elegant libretti are full of little 
routine compliments to court personalities : those he applies
to Lully are more pertinent than most, and are evidence that 
Lully's forceful personality was already a bye-word. We can be 
certain that from this point in time the composer of a ballet 
received vastly more attention than hitherto. Lully, in 
establishing an informal monopoly of composition in the ballets 
he worked on, simultaneously asserted the parity of composer, 
librettist, and choreographer.
It is often stated  ^that Alcidiane contains the first 
'French Overture' which Lully therefore 'invented'. This is
2
a misleading compression of the gradual evolution of the form.
The significance of Alcidiane is that it contains the first 
overture Lully wrote which has a fugal texture for the second 
section. Lully at this period seems engaged with sy^distic 
experiments. In the vocal music, he sets French and Italian 
scenes side by side, caricaturing the qualities of each. It is 
possible that the development of the overture was prompted by 
Lully's desire to set French and Italian instrumental music side 
by side. The first movements of Lullian overtures are wholly 
French: there is nothing comparable with these rhythmic patterns
in Italian opera. The fugal second sections - in Alcidiane and 
many subsequent ballets and operas - have a much more Italianate 
imitative texture. (This is particularly striking in the Ballet 
de Serse which lacks the French opening section.) In as far as 
Lully can be said, at this period of his life, to be concerned 
with defining the characters of the two sections of the overture, 
then these characters can be shown to represent French and 
Italian musical styles.
1 For example in Bukofzer's Music in the Baroque Era, New York 
1947, p. 154
2 See Chapter 5.
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After composing the entr'actes for Corneille's Oedipe^, 
Lully consolidated the success of his previous ballets with
2the Ballet de la Raillerie, performed on February 19th 1659.
This ballet contains the famous scene in which Italian music 
and French music converse. The importance of this example 
cannot be overestimated, since it shows the stylistic dilemma 
in which Lully was caught. His ability to write idiomatically 
in either style is unquestionable; any personal preference he 
may have felt for one or the other is concealed. Lully's 
decision to throw in his lot with French music was taken on 
career grounds rather than as a result of artistic convictions. 
The French air with which the dialogue closes is Lully's most 
competent setting of French words to date - markedly less 
halting than the examples in Amor Malato and Alcidiane. The 
music, however, still depends on the words to give it coherence, 
and we must deduce that this is how Lully saw French vocal style 
When this French style becomes Lully's normal usage, in the 
operas, it is easy to forget that he was capable of writing the 
logical, self-sufficient melodies he gives to his Italian airs 
in these early works; they never reappear after this period.
1 January 24th 1659. Loret, op. cit. Ill 12
2 Loret, op. cit. Ill 25
]x 5 Ballet de la Kaij,±enti nca r wvk,
M  MuSWg. ((ql('g.nnC:
i
g— ÿ-
p
(jiaKk
IxÛuiliUi L_
fWU^ tCA. ;^r4v\
fcn CC( W , k  in CM^ j^f
S w b$^11" Him
Sâx .rk& lauâ-tuMMdr (iL'tro
ZZlZI2JZh==^ __
_ - -  '  H
a
ia :cl
t
-e-
jQ_a I
il
I—L.IM ,.— ....Il,,.. .. --' t z c p z r - .
& - - f 5 Ï C = r L  . _- - t  y  ' W .. __: — n — A— ™ — 1 — 1—y — I—— ^
*“ [a- L ' gk cmür
1
dü'ow Ou * HUWV fï5 t®55
i f ----- -- -—n—H—---- —^
(  ^ ’ "' ' '
I f  -
—  I >s -
rr"4:o
•P
,-D-
fUj-y d(( ko
- M
Aii^ ko u L ; Jt
$ '  ' W J-,
V -
Tt\
ctint
q = ±a -4- Ï
î ~ S
ÿ e
a ' ê
trie^  t1cuî>jt
gË
is
VtUV Ù^^A'U (Wr
h-
p f
z^zdkÙ:
--——g------- Wllw l^LI I l
' &*-A— ij“ *
T
«riU-
 ____ C \ _ ____
p + r i r r ^
&<" M/% j W  , CÀÙlLS i/ UgilK ^
— L -Q-
3
' t't/' flii livM’tA. (Icui jt  yws ü\a^' ky eut 
=± ipzzpzp: 
!=zlz^2==^z%:
\vUO\-
4-
i
- 19 -
On November 22nd 1660 the wedding of the king was 
celebrated with a performance of Cavalli's Serse.^  This 
visit by the aging Venetian composer provided yet another 
opportunity for Mazarin to attempt to establish Italian opera 
in Paris. Cavalli's arrival was the occasion for a new influx 
of Italian singers into the capital. The singers gave rise 
to many lampoons and more serious criticism. Boileau (whose 
Premiere Satire is quoted in Chapter 6 p.|66) was outspoken 
in his condemnation and he represented the feelings of the 
general public who were enthusiastic about Lully's ballets 
but found the opera itself tedious and the singers offensive.
This unpopularity made a profound impression on Lully. He was 
apparently unable to distinguish between popular dislike of 
Italian singers, and popular rejection of the form of opera 
itself. Ambitious at all times for public acclaim, Lully 
avoided both as completely as was in his power, for the next 
decade.
His instrumental music at this period is, however, at its 
most Italian. The first number Lully wrote for the Serse ballet 
is so foreign to his normal overture style that we must conclude 
that he was assuming the Italian idiom on a far wider scale than 
hitherto. All the movements from the Serse ballet are more than 
usually contrapuntal, and they conspicuously lack the saccade 
rhythm. As there are no grounds for doubting that the ballet 
is by Lully, it remains a stylistic crux, indicative of Lully's 
bi-lingual talent which we have seen to be particularly ambivalent 
in the works towards the end of this early period of ballet 
composition.
1 Loret, op. cit. Ill 290
2 Five castrati are mentioned: Rivani, Melone, Zanetto,
Chiarini, and Filippo Melani, brother of Atto, who had 
flourished at court despite widespread unpopularity for 
many years. Three basses are listed - Assalone, Bordigoni, 
and Piccini. The tenor Tagliavacca is included among the 
incoming troupe. He had sung the Italian scene in the 
Ballet de Psyché^in 1656 and had presumably returned to 
Italy in the meantime.
C/A< a caj.j e ü ue Dex'ae tte» i‘ pi -iO -
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But a few months after Serse we can detect a change in 
Lully's attitude. In the previous years he displays an impressive 
facility in both French and Italian styles, and inspite of setting 
scenes of rivalry and contest between the two nations, the composer 
appears as a disinterested exponent of both. Two predominantly 
French works, however, were composed in 1661. And the Ballet de 
1*Impatience,^ given on the 19th of February, contains a parody 
of the Italian pathetic style.
7 Ballet d e 1'In pat i enc e Res F 509 p43
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Here Lully takes advantage of the unpopularity of Italian 
opera to raise a laugh - and from this point in time he only 
sets Italian words for comic effect. The Ballet des Saisons  ^
(July 30th) contains no Italian airs at all. The lovely and 
famous R^cit de la Nymphe de Fontainebleau shows how fluent 
and assured Lully's setting of French words had become. An 
extended Ritournelle pour les Bergers marks a new departure 
in Lully's instrumental writing: trio episodes, probably for
oboes, are inserted into predominantly five part texture. The 
result relates to the concerto. The Alcidiane overture, the 
Serse ballet, and this trio ritournelle are ample evidence 
Of Lully's ability to abosrb any style likely to be useful to 
him. And at this particularly high point in Lully's popularity, 
he managed to have even his conspicuous eclecticism spoken of
to his credit. This talent is referred to in Benserade's 
epigram in La Rail 
un Contrefaiseur -
2
lerie : 'Pour le sieur Baptiste représentant
Chacun de nous a du mérité en foi
Et ce sont des talens differens que les nostres;
Les autres, quand je veux, sont contrefaites par moy 
Mais je ne me voy point contrefait par les autres.' 
From other references to Lully in contemporary documents we form 
the impression of a confident, popular figure, whose mastery in
3
the field of composition was unchallengeable. In L 'Impatience 
Benserade gives him these lines:
'Pour M. Baptiste représentant un Aveugle -
Ces chants harmonieux nous raviront toujours.
Sur les autres toujours ils auront la victoire;
Et pour 1'interest de sa gloire
Cet Aveugle n 'a rien à craindre que les Sourds.'
1 Loret, op. cit. III 383
2 Isaac de Benserade; Oeuvres Paris 1697 p.213
3 Benserade, op. cit. p. 252
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It was at this time that Molière, who was to be Benserade's 
successor as Lully's librettist, proposed a collaboration.
Lully was pressed to provide a ballet for Molière's Les Fâcheux, 
written for the court's visit to Vaux. Lully, warned by 
Colbert that the king would not approve of his working for 
another patron, refused. But this did not prevent Molière 
from celebrating the vogue for Lully's music:
'Baptiste le tn^ es cher 
N'a pas vu ma courante et je le vais chercher.
Nous avons pour les airs de grandes sympathies,
Et je veux le prier d'y faire des parties.' ^
Louis recognised Lully's over-riding genius in May 1661 
when he made him Surintendent et compositeur de la musique de 
la chambre. Lully shared the post with Jean-Baptiste Boisset, 
each being in charge, Persephone-like, for six months of the 
year. Louis' musical forces were divided into self-contained 
units: the Chambre, the Chapelle, and the écurie. Lully did
more than any previous composer to bring these forces together, 
using instrumentalists from the Chambre in the Chapelle and 
later, members of the Ecurie wind band in the operas.
In December 1661 Lully became a naturalised Frenchman. In 
view of his calculating and self-interested nature we can deduce 
this to be a well considered move. In the nine years he had 
spent at court, he had observed the wavering fortunes of 
Italian musicians. He had had numerous opportunities to hear 
Italian music - and must have perceived the superior technical 
achievements of Italian composers, his French colleagues appearing 
perversely conservative and innately amateurish in comparison.
On the other hand he was well aware of public hostility to 
Italian singers, Louis' lukewarm appreciation of Italian opera, 
and - now that Mazarin was dead - the likelihood that the memory 
of it could easily be eliminated from Parisian ears. Lully 
planned for success: though, being Lully, it was popular and
financial success rather than the fullest development of his 
musical personality. He decided to become French in order to 
demonstrate his superiority over all other French musicians.
1 Jean Baptiste Moliere, Les Fâcheux I i
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From this point onwards his only danger was from Huch few 
Italian musicians as could not be prevented from living in 
France. And Lully took steps to ensure that they were few 
indeed.
IV The Mature Ballets; collaboration with Moliere. 1662-72
Nevertheless, Lully's newly acquired nationality did not 
prevent him from again collaborating with Cavalli in the 
production of Ercole Amante on February 7th 1662. It is 
unfortunate that we have no record of the working relationship 
of the two composers. Each was well capable of assessing the 
other's particular talents. Cavalli could not have been sensitive 
to the preference shown for Lully's ballet interludes in Serse 
or he would hardly have repeated the arrangement. Ercole Amante 
was performed in a new theatre in the Tuileries: as with
previous Italian operas, public curiosity was aroused by the 
spectacular trappings but the music made little impression: 
and no wonder for the noise of Vigarani's ambitious machines 
allegedl 
is lost.
y drowned the orchestra.^ The score of Lully's ballet
Mazarin's posthumous attempt (for the opera was planned 
before his death and Cavalli wrote it at his instigation) to 
establish Italian opera in France failed. The consequences 
were tremendous. French music, forced to justify itself in 
comparison with this vigorous and outward-reaching neighbour, 
began to erect barriers, both cultural and economic, against 
the threat of invasion and absorption. Lully was the prime 
architect of the defences, but they were maintained so continuously 
over succeeding centuries that we might well conclude isolationism 
to be an intrinsic element in the French artistic character.
The characteristics of French music, defined pragmatically in the 
work of Lully, were defended theoretically by Rameau, Gluck, 
and Berlioz. But Paris has ironically always provided an 
audience for Italian opera - if only in order to argue about it.
1 Loret, op, cit. Ill 465
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Lully married Madelaine Lambert in Saint-Eustache on July 
24th 1662. It is possible to label even this act as wholly 
career-motivated. Lully's life of conspicuous dissipation was 
a constant source of scandal. It is necessary to understand 
the odd hypocrisies of seventeenth century morality to appreciate 
the fact that Louis (at this period of his life rarely without 
a mistress) could so disapprove of Lully's homosexual relation­
ships that Lully was virtually forced to marry - as he was later 
forced to pretend to take a mistress - to retain Louis' patronage. 
Conveniency proposed the daughter of Mi.chel Lambert, Lully's 
friend and mentor from his earliest days in Paris. Lully not
only obtained the king's good opinion, reflected in the appoint-
1 /\ment of maitre de la musique de la famille royale, and a handsoi 
dowry of 20,000 livres, but - curious custom - secured the
2
succession of Lambert's position upon his (Lully's) heirs.
It is a comment on the publicity with which such matters 
were discussed^ that in Lully's next work, the Ballet des Arts ,^ 
Benserade puts this epigram^ into Lully's mouth: 'Pour M. de
Lully^ représentant un chirurgien -
J'estois perdu moi-meme, et tous ceux que je voy 
Qui sont aux Incurables 
Perclus et misérables
Ne s'aidoient pas si mal de leurs membres que moy.
♦ /
Dans mon infirmité, ne sGachant plus que faire,
\  H
Le Dieu dfel Mariage a qui je sus contraire -
L'auroit-on crû si bon pour un Estropie? -
/ \ /
M'a guéri tout-a-fait, et mis sur le bon pie.
Cette Divinité", ma chère protectrice.
N'en avant pas laissé la moindre cicatrice.'
1 July 3rd 1662
2 On April 28th 1668 Louis promised the continuation of Lully's
job to his heirsJ
3 Compare the Isis scandal, p.A*^and later, Proserpine, ^
4 January 8th 1663
5 Benserade, op. cit. p. 295
6 Lully claimed noble parentage in his marriage contract, and 
from this period, 'Baptiste le très cher' is transformed into 
the dignified 'Monsieur de Lully' in virtually all literary and 
documentary references.
—  2 6 “
This decade was one of the most fruitful in Lully's life.
He continued to write for Benserade's ballets, but this was 
in essence the period of his collaboration with Moliere. A 
glorious sequence of comedies-ballets ensued, which arguably 
contain the music Lully most enjoyed writing, and which he 
might have continued to write to the exclusion of all thoughts 
of opera had not Cambert's experiments and the death of Moliere 
eventually directed his attention elsewhere. Many of the motets 
date from this decade, too. Church music does not play an 
important part in Lully's output but is interesting evidence of 
his mastery of the old contrapuntal style and an almost Handelian 
sense of the drama of choral writing which appears only inter­
mittently in the operas.
1663 yielded, besides the Ballet des Arts, the Ballet des 
Noces de Village (October 3rd) and Moliere's L 'Impromptu de 
Versailles (October 14th). In 1664 the collaboration of 'les 
deux grands Baptiste' flourished with Le Mariage Force'(January 
29th) and Les Amours Desguises (February 15th). The latter 
contains a setting of the drama of Armide and Renaud twentytwo 
years before Lully wrote the opera on the same story. A 
festival opening of the new building work at Versailles in May
X /
occasioned Les Plaisirs de l'Ile Enchantée, a group of comedies- 
ballets. and minor intermèdes, the most significant of which is 
La Princesse d'Elide. It is this work, if any work could be 
said to do so, which seems to mark Lully's full maturity as a 
composer. The sustained and accomplished comedy of the second 
scene of the first Intermède shows Lully as fully Moliere's 
equal, and indeed perfect counterpart. In this passage the 
three singers, Blondel, Dun, and D'Estival represent three valets 
de chien while the spoken role of Lyciscas was played by Moliere 
himself. Lully's setting of French texts is now much freer and 
more varied. Besides the robust comedy, there is a new grace in 
the airs which combine an almost Italian fluency of line with 
essentially French declamation. It is astonishing to reflect 
that Lully in a mere ten years as a composer had brought French 
music from the inept and flimsy structures of Ex. 3 to a stage at 
which it could fully complement the highly developed spoken 
comedy of the age.
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1665 saw a lovely Ballet de la Naissance de Venus performed 
for the first time on January 26th. A movement from this 
ballet illustrates the formal development that was possible once 
the composer of instrumental music became the same person as the 
composer of vocal music. This air represents a mature form for 
Lully. It could not have been written at a period when collab­
orative authorship was the rule. Ex. 9
Ex 9 Ballet de la Faissance de Vernis Res F 515 p4 ■2H-
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Another chronologically interesting movement from this work 
is the Plainte d'Ariane.^  Laments in Italian middle Baroque 
opera were big, formal items, all of them profoundly influenced 
by Monteverdi's celebrated Lamento d'Arianna. In French ballets 
Laments were invariably given Italian texts and set in a style 
of Italianate chromaticism, usually with a ground bass structure. 
In La Naissance de Venus Lully, bg/setting a French text, and 
composing it in the manner of a French air, is forcefully 
asserting the parity of the French expressive style with the 
Italian, a bold but popular move in the climate of thought 
prevailing in the 1660's.
L 'Amour Médecin (September 15th 1665) is Lully's sole work 
with Moliere this year. At least three smaller ballets probably 
date from the same period: the Ballet des Gardes, the
Mascerade du Capitaine, and the Petit Ballet du Fontainbleu.
1666 opened with the Ballet de Crequy on January 9th, and 
towards its end, the large-scale Ballet des Muses, first performed 
on December 2nd, was played at St. Germain. It was performed 
for two and a half months continuously with new episodes being 
provided during the run. The third entree was originally the 
little pastoral M^licerte: on January 5th 1667 it was replaced
by the Pastoral Comique, which contains a fore-runner of Purcell's 
Witches' Chorus in Dido and Aeneas - a trio for three sorcerers 
with a 'Ho.' Hoi Hoi refrain. The comedy Le Sicilien was added 
to the work, probably on February 14th. The whole ballet contains 
scenes of the most substantial proportions. Among the many 
elaborately constructed airs, some were fully accompanied by the 
five-part strings. The opening entree is on a scale comparable 
with a prologue to one of the operas - there is a glorification 
of Louis' reign in recitative: 'Enfin, après tant de hazards
nous d^ouvrons les heureuses provinces ou le plus sage, et le 
plus grand des princes fait rassembler de touttes parts la gloire, 
les vertus, 1'abondance et les arts ....' which is followed by 
a chorus on the words 'Rangeons nous sous ses loix.'
1 Ex. 70 p. 163
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1666 also saw a decree from the king dismissing all the 
Italian musicians in his service. Lully, we must remember, had 
taken French nationality since 1661, and had dedicated himself 
to producing French music. No doubt Louis' action was the result 
of pressure from Colbert and Lully. At this point in time - 
four years after the last performance of an Italian opera - the 
ruling was something of a formality. Few Italian singers remained 
at court. Lully gave them little work to do. Their hour of 
greatest opportunity was the evening concert, which Louis was 
in the habit of hearing several times a week, when airs and 
small instrumental pieces were performed. Lully, in the ballets 
and comedies between 1661 and 1666, can be seen to train and 
develop French singers to a point where the dismissal of the 
Italians would not be felt as a loss. He wrote music very close 
to opera in its variety and scope, and increased the demands on 
his singers with every new work.
From 1668 date Le Carnaval (January 18th), George Dandin 
(July 18th) and, probably in August, La Grotte de Versailles 
which, it seems, was Lully's first collaboration with Quinault. 
1669 yielded the Ballet de Flore (February 13th) which begins, 
like the Ballet des Muses, with an embryo prologue, in which the 
king danced in an entree representing the Sun god. Monsieur de 
Pourceauqnac was given on October 6th. Lully did not cease to 
develop and extend his comic techniques throughout his work with 
Moliere, although he abandoned comedy early in the operas. The 
third intermède of Pourceauqnac contains a scene for two lawyers 
with contrasted patter writing and ponderous bass phrases in the 
manner of a Bartolo and Basilio. After completing another ballet. 
Les Amants Magnifiques, Lully returned to comedy with his 
culminating success in the genre. Le Bourgeois Gentilhomme, first 
performed on October 14th 1670.
Orientalism was the rage. As early as 1660 Lully had shown 
his comic ability in Turkish mumbo-jumbo ; in the letter of 
December 18th 1660 Loret describes an otherwise unrecorded ballet 
of Lully's -
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'Ensuite on dansa le Balet 
Peu s^ieux mais très folet 
Surtout dans un récit Turquesque 
Et dont Baptiste ètoit Auteur.'
Towards the close of the decade, the king was diverted by the 
traveller's tales of Laurent d 'Arvieux'^ who had recently returned 
from the East. Turkish ceremonies, and what little they grasped 
of the Turkish language, struck the court as wildly funny. In 
Le Bourgeois Gentilhomme Lully traded on this sense of humour.
He himself acted the part of the Mufti: it is easy to overlook,
among the diverse talents of this composer, orchestral director, 
producer, and businessman, the degree to which he contributed 
to the success of his stage works at this period, by acting, 
dancing, and even occasionally singing in them. We could 
reasonably suspect that he may well have been Molière's 
favourite actor, and the presence on stage of two such gifted 
comedians guaranteed the ideal presentation of their hilarious 
comedies.
The golden decade ended with a forward-looking work. On 
January 17th 1671, the large-scale ballet Psyche was performed. 
The libretto was the work of Moliere, Corneille, Quinault, and 
Lully himself. The ballet was written for performance in the 
Tuileries to make use of the machines built for Ercole Amante.
So close had Lully's style now come to that of his operas that 
he was able seven years later to use whole acts from this work 
in his 'opera' of the same name without any musical inconsistency 
though the poor dramatic motivation of the ballet lingers on into 
the opera and makes the later adaptation unfit to be considered 
among Lully's trag^ies lyriques. Louis was delighted with the 
ballet: he had a mammoth performance given to celebrate the
completion of the fortifications at Dunkirk. On this occasion 
Lully's orchestra was augmented by military ensembles of fifes, 
oboes, trumpets, and 700 tambours. A salvo of eighty canon was 
fired on the last note of the work, to add local colour.
1 Le Chevalier d'Arvieux, Mémoires, n.d. IV 252 et seq
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Meanwhile Lully's career of theatrical enterprise had not 
gone unchallenged. As early as 1659 the collaboration of the
poet Perrin and the composer Cambert had resulted in a Pastoral
performed at Issy and at Vincennes; 'Cette petite pièce fut 
représentée huit ou dix fois a la campagne au village d'Issy
è  une lieue de Paris dans la maison de M. de la Haye. La
nouveauté de 1'entreprise y attira quantité^ du curë^ux. Tout y 
réussit admirablement parceque la symphonie ètoit belle, les 
Acteurs de belles voix, et des personnes biens faits. Le Roi, 
sur le bruit que l'on en fit, eut la curoisitè de]a voir: on
la joua à Vincennes où ètoit toute la cour.'^
Unlike Lully, Cambert did not have the initiative to press
home one success with another. (Alhough a second pastoral,
Ariane, was written and put into rehearsal almost immediately,
it was not performed because of the death of Mazarin.) It was
ten years after the Issy pastoral that Perrin was granted a
privilege to form an académie d'opera on June 28th 1669. Such
privilèges abounded. The absolutism of the French monarchy was
reflected in a multiplicity of miniature absolutes - under Louis
academies sprang up for such unlikely provenances as firework 
2
displays.' Perrin's team included Cambert as musical director^ 
Beauchamp as director of the ballet, de Sourdéac, director of 
machines and decor, and Bersac de Champeron, treasurer and 
accountant. The first fruit of this collaboration was Pomone, 
produced on March 19th 1671 at the Jeu de Paume de la Bouteille. 
(The part played by the many tennis courts - 'real' tennis, it 
will be remembered - in the theatrical enterprises of 17th and 
18th century Paris merits a detailed study.) The unfortunate 
Perrin, whose talents were arguably the least substantial of the 
team but whose privilège had provided the opportunity for the 
production, was disasterously cheated by de Sourdéac and de 
Champeron, and was thrown into a debtor's cell at the Conciergerie
1 C.F. le Menestrier, Des representations en musique ancienne 
et moderne, Paris 1681 p. 209
2 Guichard's Académie des spectacles, 1674, for example
3 It is possible to overdramatise the villainy of de Sourdéac 
and de Champeron: Perrin was always in debt and frequently in
prison
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The singers were not payed, and even Cambert received nothing. 
However, de Sourdéac acquired a new librettist, Gabriel Gilbert, 
and produced Les Peines et Plaisirs de l'Amour early in 1672. 
Pastorals - for these works were far from being operas, and 
represented a much more primitive form of music drama than 
Lully's comèdi^ballets of the 1660's - became popular with 
the public. Other teams of composers and librettists attempted 
the form. Jean de Granouilhet de Sablières and Henri Guichard 
had presented Le Triomphe de l'Amour for the marriage of the due 
d'Orleans in October 1671. In February 1672 it was repeated 
at Versailles and was no doubt followed by other works - it is 
difficult to establish which works were performed, and which 
merely published as libretti. Almost no music survives from 
de Sablièrès' and Guichard's collaborative work.
The situation represented a crises for Lully. He had 
hitherto thought that public opinion would not tolerate music 
on the time-scale necessary for opera. Also herprobably doubted 
the capacity of his actors to sustain singing roles of such 
substance. One of the points made by Perrin in a letter to the 
Archbishop of Turin, printed in a collection of his poetry, but 
probably never sent^ was that the new dramatic forms required 
more expert singers. One of the most important achievements of 
Perrin's académie was the gathering of an able company of singers, 
most of whom Lully took over directly into his académie, and 
retained for many years in the capital.
Charles Perrault gives a cynical and concise version of 
Lully's actions : 'Lulli qui s'étoit mocqué jusques-là de leur
musique, voyant le gain qu'elle produisoit, demanda au roi le
X « ^ 2privilege de faire seul des operas.' Guided by Colbert, Lully 
visited Perrin in prison and persuaded him to sell the whole 
rights of his privilege. Perrin, who had received no financial 
benefit from his académie was probably delighted to consent, 
receiving as he did a pension from Lully for the remainder of 
his life. (Lully's many talents embraced actuarial acumen, for
1. See Prunières, L'Opéra italien en France p. 348
2 Charles Perrault, Mémoires pub. Bonnefon, n.d. p. 127
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Perrin died in 1675.) Lully did not take over the privilege
unopposed. On June 14th 1671 Perrin had already 'sold' de
Sablières a half share in his monopoly. On the eighth of
August he signed away the remaining interest to a pressing
creditor. La Barroire. On November 23rd he apparently 'sold'
the entire privilege once again to Guichard and de Sablières.^
Lully, however, was the only negotiator to back his offer with
the royal assent. The transfer of the monopoly was noted in
a letter of March 24th 1672, and in the same month Lully
\ 2
received his privilege.
Furious protests were made by de Sourdéac - Les Peines et 
les Plaisirs de l'Amour was still playing, and the theatre had 
to be forcibly closed by the police. There was also a serious 
dispute between Lully and Molière: Molière had good grounds for
grievance both in Lully's breaking with their partnership, and 
in the stringent limitations Lully imposed on theatre music 
outside his own académie. No biographer has been able to justify 
Lully's treatment of Moliere. It is possible that the long 
association had produced in the end jealousies which would have 
made further collaboration impossible. Certainly tie break came 
at a point when public interest, Lully's artistic development, 
and the influx of experienced singers into the capital coincided 
to make the composition of operas feasible. If a concealed 
quarrel with Moliere were revealed it would only be consistent 
with the chain of coincidences that characterise Lully's career.
The Académie royale de musique opened in November 1672 
(probably on the 15th) with Les Festes de l'Amour et de Bacchus. 
The académie was not inaugurated with tragédie lyrique: Les
Festes is a pastoral, comprising scenes from La Princesse 
d'Elide, George Dandin, Le Bourgeois Gentilhomme, Les Amants 
Magnifiques and the Ballet des Muses, strung together by 
Quinault. It is one of Lully's very few pastiche works, but 
there are many reasons why Lully should not have chosen to risk
1 Nuitter et Thoinan, Les Origines de l'Opéra française, Paris 
1886 p. 225 et seq. ^
2 The document can be seen in the Bibliothèque de l'Opéra,
Ms C 954. See appendix 1
— 36 —
a substantial new work in the circumstances. As a shrewd
business man Lully conformed as closely as possible to the
proven success of Perrin's work. He was still reluctant to
believe tiat the Parisian public wanted full length dramas
with continuous music. And in any case there was not much time
to prepare one. A new theatre had to be built at the Jeu de
/*
Paume Bequet. Lully engaged the scenic designer Vigarani for 
this work. He then had to form a new orchestra, and persuade 
Perrin's singers of their better financial prospects under the 
new management. At this period, too, Lully suffered serious 
illness, apparently due to overwork. But his work was perhaps 
the least of his problems : he was also engaged in avoiding
involvement in the scandalous consequences of his debauchery. 
One of Lully's homosexual clique. Chausson, was arrested and 
burnt (the usual punishment for the vice). The event is 
recorded in popular, anonymous verse -
'II etoit un pauvre garçon 
Nommé Chausson 
Qu'on va faire mouri 
A la fleur de son âge.
C'est pour l'amour d'un page 
Du prince de Conti.'^
Lully's name was often coupled with that of Chausson and the 
Prince de Conti -
'Imitons Baptiste et Chausson 
Point de religion 
Que celle des flacons
2
N 'aimons que des garçons ...'
In his conspicuous position and with an abundance of notable 
persons at his throat, Lully must have trembled at the fate of 
Chausson, and expected to be denounced at every hour.
1 Bibliothèque Nationale Ms fr 12619/20
2 ibid
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Little is recorded of the reception given to Les Festes. 
Lully must have been sufficiently satisfied with the event, for 
he retained Vigarani with an eight year contract, and Quinault 
was also contracted to produce a libretto a year for the sum 
of 4,000 livres.
V The Founder of French Opera 1673-87
Louis did not attend the performances of Les Festes because 
he was in mourning for the due d'Anjou. He did, however, take 
a conspicuous interest in Cadmus et Hermione, Lully's - and 
France's - first real opera, which was given at Versailles 
on February 11th 1673 and first performed in Paris on April 27th 
at the Jeu de Paume Bequet. Louis required the right of a royal 
preview throughout Lully's opera-writing career. It must have 
involved Lully in double the work. The privilège stipulated 
that Lully could use musicians of the royal household only for 
the court performances (at Versailles or St. Germain). This 
meant that he had to rehearse two nearly independent teams, 
though he could, and did, bring some of his singers and 
instrumentalists from the académie to court. Pougin^ cites 
this double casting from Proserpine;
St. Germain Paris
Proserpine; Ferdinand I'Aisnee Aubry
Aréthuse: Ferdinand la cadette Le Rochois
Alphee: Clédière Dumesny
cérès: St. Christophle St. Christophle
Mesdemoiselles Ferdinand sang only at court; Aubry and Le 
Rochois only at the académie. Clédière sang at both (as did 
St. Christophle) and was replaced on this occasion in order to 
give Dumesny his first major role (an ominous occasion for 
Clédière since Dumesny utterly eclipsed him in the operas which 
followed Proserpine.)
1 Arthur Pougin, a series of articles entitled La Troupe de Lully 
Le Ménestrel 1895.
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The day following the Paris premiere of Cadmus the king 
gave Lully permission to use the Salle of the Palais Royal for 
his operas. This involved dispossessing Moliere's troupe :
V
Moliere had died on February^1673 (a fittingly dramatic death 
while acting in Le Malade imaginaire) so Lully was saved from 
rendering this crowning disloyalty to his former friend. The 
comedians were given Perrin's original theatre at the Jeu de 
Paume de la Bouteille.
Alceste was performed at Versailles on January 2nd 1674.
The king had attended some rehearsals and was genuinely 
enthusiastic. In the previous December,. Madame de sévigné" had 
written: 'Le roi disoit l'autre jour que s'il etoit à Paris
quand on jouera 1'opera, il iroit tous les jours.'^  In 
explanation of Lully's motive for undertaking the taxing double 
rehearsals (and rehearsed rehearsals, perhaps, for Lully was 
notoriously uncouth, to the point of brutality when directing 
his team at the académie, and probably adopted a smoother working 
manner for Louis' benefit) she added - 'ce mot vaudra cent milles 
livres à Baptiste.'
The cold reception given to the Paris première on January
2
19th must have come as a shock. Perrault suggests that the 
cabale was led by de Sourdéac, and consisted of musicians, 
actors and managers rendered redundant by Lully's monopoly of 
opera. It was Quinault, however, who came under the heavier 
attack, and Perrault's Critique was published in his defence. 
Lully's friends begged him to choose another librettist. A 
typical gibe was that the Lully-Quinault alliance was a mere 
matter of trade, since Lully's father was a miller, and Quinault's 
a baker. That there were many attempts to have Quinault displaced 
as Lully's librettist possibly points to jealousy rather than 
criticism. Lully was now synonymous with success. He was besieged 
with libretti from talents as disparate as Perrin and Racine.
 ^ / / y
1 Madame de Sevigne Lettres, Edition des grands écrivains, n.d. 
Ill 296, letter 352
2 Perrault, Critique de l'Opéra Paris 1674
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Segrais offered him the opera-ballet Amour guéri par le Temps;
Perrin, Diane Amoureuse and La NOce de Vénus. Even Guichard,
who did not cease from villifying Lully in public, had the 
effrontery to propose the libretto of Ulysse et Circé which he 
had written with Madame de Villedieu. Boileau and Racine began
work on an opera called La chute dé Phaieton. They had read
fragments of this to the king, and received encouragement. 
Quinault, however, begged the king not to deprive him of his 
partnership with Lully and the king apparently dismissed Boileau 
and Racine. Madame de Montespan and Madame de Thianges also 
joined in the fashionable game of trying to have Quinault 
supplanted. They proposed La Fontaine, and pressed Lully to 
set him poem Daphne. Their working relationship is satirized 
at length by La Fontaine in Le Florentin ^worth quoting for its 
lively picture of Lully as collaborator :
'Celui-ci me dit: Veux-tu faire
Presto, presto, quelque opera 
Mais bon? ta muse répondra 
Du succès par-devant notaire.
Voici comment il nous faudra 
Partager le gain de l'affaire.
Nous en ferons deux lots, 1'argent et les chansons : 
L'argent pour moi, pour toi les sons 
Tu t'entendrais chanter, je prendrai les testons ; 
Volontiers je paie en gambades :
J'ai huit ou dix trivelinades
Que je sais sur mon doig^^t; cela joint à 1 'honneur
De travailler pour moi, te voila grand seigneur ...'
La Fontaine's ultimate refusai to work under Lully's conditions
did not cause a lasting breach between them, for he later wrote
the elegant dedications of Amadis and Roland. Meanwhile Lully 
and Quinault were free to work together again.
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On January 12th 1675 Thesee was performed at St. Germain.
The Paris premiere was in April. It was one of Lully's most 
enduring successes, with ten revivals in the 18th century and 
remaining in the repertory longer than any other opera of Lully's - 
in fact until 1779. This year saw one of those incidents in 
Lully's life which seem to belong more to fiction than to fact.
The circumstances were that Guichard, one of the poets displaced 
by Lully's privilege had himself been granted a privilege to form . 
an académie des spectacles in 1674. Lully and Guichard subsequently 
quarrelled over the services of the great machinist and decorator 
Vigarani, whom Lully had bound by a contract in 1672 - and from 
what we know of Lully we can be sure that its terms precluded 
Vigarani's collaboration in any other enterprise. Guichard, 
we must remember, was further hampered by Lully in that he was 
forbidden to use music at his spectacles. There follows an extra­
ordinary tale of malice and suspicion between the two men. One 
of Lully's singers, Manon Aubry, who had been Guichard's mistress 
but was recently displaced by Mademoiselle Beaucreux (another of 
Lully's troupe) told Lully that Guichard was planning to poison 
him, by introducing arsenic into his snuff. Lully appealed to 
the king,  ^ witnesses were examined, and by the end of May 1675 
Guichard was arrested. The affair waa difficult to prove and it was 
not until September 17th 1676 that Guichard was declared guilty.
The chief witness against him was Manon Aubry's brother, Sebastian, 
who admitted to being Guichard's accomplice. (Guichard appealed
and was acquitted in 1677.) Prunieres, in La Vie illustre et 
2
libertin^ makes Guichard out to be a colourful villain who led 
a life of fraud, and had probably attempted to poison his father- 
in-law. The evidence is not beyond dispute, however. It is 
possible that Manon Aubry invented the whole story to revenge 
herself on a waning lover. She might equally well have revealed 
a genuine plot out of fear, if she or her brother were implicated.
1 See Copie de la requeste servant de factum pour J.B. Lully 
demandeur et comp1aignant contre Henry Guichard et Francois 
Jacquin. Paris 1675 ^
2 See footnote p. 2
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Guichard was certainly a drunkard and notoriously indiscreet in 
his cups: hearing of Lully's serious illness just prior to Les
Festes in the Autumn of 1672 he is reported^ to have made the 
dangerous remark 'Ah! que n 'es til déjà crevel' Fear of Guichard's 
drunken revelations may have decided Sebastian Aubry to give 
evidence against him. On his release in 1677 Guichard fled tD 
Spain with Mademoiselle Beaucreux, not returning to France till 
1685.
The trial and the appeal had brought much evidence to light 
which was discreditable to Lully as well as to Guichard.
/
Guichard lost his position in the household of the due d'Orleans, 
and his priviiege was revoked in 1678. Lully's scandalous morals 
came again under attack and in order to prevent the king from 
having to take note of the lampoons and allegations against him, 
Lully was driven to pretend to take a mistress, one Mademoiselle 
Certain, a 15 year old student of the harpsichord, a pupil of 
De Niert. La Fontaine, in his Epitre a De Wiert celebrates her 
skill:
'Certain, par mille endroits également charmante.
Et dans mille beaux arts également savante 
Dont le rare génie et les brillantes mains 
Surpassent Chambonniere, Hardel, les Couperains ....'
A little later, with the same motive, Lully publicised a pretended
/
liaison with an aging beauty. La Ferte:
Aimable La Ferte
Qui vous voit un moment est a jamais charme.
Moi qui suis Florentin 
J' ai changé^ de cote^ . ' ^
In spite of these distractions Lully's career flourished.
3
Atys was his most widely acclaimed work to date. His next opera 
was less universally applauded. :
1 Quoted in fadum Requeste d'inscription de faux de Henry Guichard 
contre J.B. Lully. Bibliothèque Nationale.
2 Le Cerf op. cit. III 114 quotes this lampoon
3 St Germain January 10th, Paris April 1676
- 42 -
Isis  ^represented a considerable musical advance on the first
operas. The proliferation of little instrumental movements -
not dances - written in a simple contrapuntal style, is one of
the chief attractions of this work to a 20th century audience.
The Parisians of 1677, however, found these movements abstruse,
and the opera - which^has more to do with immortality than love -
cold. Everyone at co.urt identified Madame de Montespan (the royal
mistress whose influence was currently declining) with the jealous
Junon, and the up-and-coming favourite, Madame du Ludres, with
lo. Quinault was disgraced and banished from court for two years :
it is evident that the courtiers took these parallels very
seriously - a fact which must have given these operas an added
dimension which is now lost. The next libretto from QuinaultVs pen,
(Proserpine, 1680)^ contains a scene (12) in which Ceres is
counselled by Mercure to cease her plaints against Jupiter.
2 ‘Rumour had it that Quinault included this scene at the request 
of the king as a hint to Madame de Montespan to put an end to her 
demanding jealousies. It seems odd that Quinault would accept the 
risk of offending her in the first opera after his restoration to 
favour; odder still^that Louis should have made the,rebuke so 
publicly.
Isis brought further trouble for Lully in that his secretary, 
Lalouette, claimed to be responsible for composing the best airs 
in it. To see this claim in perspective it is necessary to bear
in mind Lully's method of working, described by Le Cerf de la
^ ■ 3 ' *Vieville ; 'Lulli ne faisoit que le dessus et la basse et laissoit
faire par ses secretaires la haute-contre, la taille, et la quinte .
y
cependant lorsque c'etoiênt des choeurs par fugues, Lulli en 
marquoit toujours toutes les entrées.' This method of working is
less arbitrary than might first appear - we may almost wonder why
\
Le Cerf felt it worth mentioning - since few composers of the mid­
baroque period concerned themselves with more than outer parts, 
indicating the inner harmonies by the figured bass. Because Lully's
1 St Germain January 5th, Paris April 1677
2 Rumour in the person of Madame de Sevigne again; op. cit VI 255, 
letter 780; 'II y a une scène de Mercure et de Cérès qui n'est pas 
bien difficile à entendre : il faut qu'on l'ait approuvée puisqu'on
la chante'.
3 Le Cerf op. cit. III p. 117
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orchestra was five part, his haute-contre, taille, and quinte
1(i.e. the three viola lines ) comprised the harmonic substance 
which would fall to the right hand of the continue player.
Lalouette's job was at most as creative as a continue player's, 
and it does not seem, from the inner parts of these early operas, 
as if his realisations ever rose above mediocrity.
\
Lully dismissed Lalouette, retaining Celasse - who was 
certainly no more competent as an editor of Lully's dictated 
material. Both wrote inner parts totally devoid of rhythmic 
or melodic interest - and riddled, incidentally, with consecutive 
fifths and other crudities - which did nothing to enhance Lully's 
music. Celasse, however, reaped the benefit of becoming Lully's 
close friend; 'Lulli prit Celasse qu'il garda jusqu'à sa mort 
et dont it étoit si content qu'il lui laissa, par son testament, 
un logement et cent pistoles de pension. Mais Celasse ayant 
quitte les enfants de Lulli, ausquels leur pere avoit prétendu 
1'attacher, ils plaidèrent ensemble et Celasse perdit sa pension et 
son logement. Cependent il ne perdit pas quantité d'airs de 
violon de Lulli, qu'il avoit gardez et dont il a scu faire un bon 
usage .... souvent Lulli faisoit un jour un air de violon, le 
lendemain il en faisoit un second sur le même sujet, ce second 
lui revenoit davantage. Il disoit à Celasse, brûlez l'autre, et 
Celasse se dispensoit quelquefois de lui obéir scrupuleusement.'^
After Quinault^ s banishment Lully was again pressed to find 
a new librettist. There is no evidence of the flood of offers that 
appeared after Alceste. Perhaps Lully's operas were less of a 
novelty, perhaps La Fontaine's satire had made notorious the 
difficult working relationship between Lully and a would-be 
librettist, certainly the inherent dangers in the position had 
been manifest in the banishment of Quinault. Lully took advice ; 
Lambert suggested Frontiniore, the poet who had written the words
1 See Chapter 5
2 These three middle parts are of course merely a mechanical 
thickening of the texture which has no resemblance to the texture
of an improvised continue part. In contrast to the rhythmic function 
of the continue part, the viola lines present a problem in performance 
because of their very lifelessness and absence of impetus.
3 Le Cerf, loc. cit.
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of most of Lambert's airs. But there was now a big gulf between 
the air-de-cour and the tragédie-lyrique which Lully and 
Quinault had developed. Frontiniere offered Lully another 
pastoral, Narcisse, and Lully was quick to reject it.
It looks as if Louis took pains to shield Lully from any 
implied blame resulting from Quinault's disgrace. He ordered 
Alceste, Thesee, and Atys to be revived at court. He stood 
as godfather to Lully's eldest son. He approved the Te Deum 
that Lully wrote for the latter occasion and commanded it to 
be played at the forthcoming^wedding of the daughter of the 
due d'Orléans. Lully for his part marked time by revising his 
spectacular ballet Psyché which had had such success in 1671.
On Quinault's advice he chose Thomas Corneille, the younger 
brother of Pierre Corneille, who had shared the writing of the 
original with Molière and Quinault. This was the first time the 
younger Corneille had worked with Lully, and the partnership seems 
to have run smoothly, since the score was completed in less than 
three 
1678.
weeks. The Paris premiere of Psyché was on April 19th
During the summer of 1678 Lully was again gravely ill.
His recovery was not assisted by the knowledge that the Italian 
composer Lorenzani had been introduced at court by the due de 
Vivonne. Louis was apparently impressed by his motets - almost
all that was left to him to write under the continuing stranglehold
2of Lully's privilege.
1 October 1678
2 Lorenzani was soon made maître de la musique de la reine and 
gathered round him the French malcontents Charpentier, La Lande 
and Oudot whose careers were being unreasonably impeded by 
Lully's monopoly. In 1679 Lorenzani was sent to Italy to bring 
back Italian singers for Louis; some thirteen years after Louis 
had dismissed the last castrati from his court, Lorenzani 
introduced Favalli, Nardi, Carli, Ramponi, and Santoni, who were 
appointed to sing in the Chapelle and in the Chambre. In 1681 
the due de Nevers wrote the libretto of a pastoral given before 
the king, in which Lorenzani composed the - almost obligatory - 
dispute about the rival merits of French or Italian opera ..... 
Lorenzani continued to be a danger to Lully until 1683 when the 
queen's death deprived him of his occupation and when he was passed 
over in the selection of the new maître de la Chapelle royale.
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Lully set Thomas Corneille to work on a libretto for 
Bellerophon and held a particularly successful and popular 
series of rehearsals at court. The opera was first performed 
at Paris on January 31st 16?9 and was unanimously applauded.
It brought Lully the useful cachet of publication bÿ Ballard. 
(Ballard, needless to say, had his own privilege which Lully 
flouted in the matter of libretti but acceded to over scores.)
So that from this year till his death all of Lully’s operas 
were printed by Ballard in the year of their first performance.^
Bellerophon was the first of Lully's heroic operas - a group
which constitute his middle period. The libretto was chiefly
the work of Thomas Corneille. It is undoubtedly the strongest
and most dramatic libretto Lully set. A mystery surrounds
Corneille's possible collaborators. The poet Fontenelle probably
assisted, and it is at least possible that Quinault gave some
advice to the librettists- if only on the subject of handling
2
the composer. Le Cerf describes how Corneille was required to 
provide more than two thousand lines from which Lully agreed on 
a mere five or six hundred. Strangely and improbably, Boileau 
declared that he was responsible for the best passages; Boileau, 
whose attempt at a libretto had been rejected in 1674 and who had 
sourly criticised Quinault's work ever since!
Quinault was restored to favour in October 1679 and must 
have started work immediately on Proserpine, which was given at 
St Germain on February 3rd 1680. Proserpine, in many ways a 
development from Isis rather than from Bellerophon, shows 
Quinault out of touch with the simpler, more powerful drama 
Lully had written in collaboration with Corneille. It marked 
Lully's break with the celebrated Vigarani. Vigarani continued 
to work for the king, and produced the machines for Lully's 
subsequent operas at St Germain. At the académie, however, Lully 
engaged Berain. It would be interesting to know whether the change 
was made on personal grounds, or if Berain's work was more suited
1 All these first editions are in the British Museum
2 Le Cerf op. cit. Ill 198
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to the comparative realism of the heroic operas. There is at 
any rate a definite change in Lully's scenic requirements from 
this point. Bellerophon was the forerunner, Persee and Phaeton 
the flowering, of a simpler action, more credible characterisation, 
and more competent proportioning of interest between the major 
and the minor characters.
1681, however, saw not the continued development of heroic 
opera but the opera-ballet Le Triomphe de l'Amour, given to 
celebrate the marriage of the Dauphin. This, the last of Lully's 
royal ballets, was an occasion of great splendour. The Mercure 
Galant ,^ describes the preponderance of operatic elements - 
choruses and symphonies - over the more traditional ballet airs, 
and paints the charming picture of Mademoiselle de Nantes , aged 
seven, dancing and playing the castanets, which were inaudible 
because of the large orchestra. In re-shaping this work for 
Paris, Lully made the startling innovation of employing female 
dancers for the first time outside the court.
In the Autumn of 1681 Lully himself mounted the stage once
more, at St Germain, to amuse the king in episodes based on the 
characters of the Mufti and Pourceaugnac from the comédies-ballets 
of Moliere. Only an opportunist like Lully would take advantage 
(£ this popularity with the king - popularity won by the robust 
farce of Moliere's characterisation - to ask for the appointment 
of sPereta i r e  du Roi, one of the most sought after means to 
ennoblement. After much disgust on the part of the other 
secretaries and persistence by Lully the application was granted
on December 29th, and the title of Ecuyer appears on his scores
o
from this time.
Persefe was given in Paris on April 18th 1682. This work 
opens Lully's mature period of opera composition. The clarity 
and simplification of the plot which began to be apparent in 
Bellerophon, the linking of instrumental ritournelles with
1 January 1681 p. 190
2 Louis' daughter by Madame de Montespan
3 The affair is recounted in detail in Le Cerf op. cit. Ill 191
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with vocal airs, and the gradual predominance of major over 
minor tonality, are all important characteristics of this phase 
of composition. The heroic opera can be seen as a piece of 
direct flattery of the king by his obsequious employee : for all 
his close personal friendship, (probably closest during the years 
of the ballets when they danced side by side and Lully was Louis' 
dancing master) his recent ennoblement, and his own despotic 
control of the académie, Lully thought it perfectly natural to 
depict his king as a mythological hero. In Phaeton  ^the Sun 
himself is personified, and a whole act is dedicated to depicting, 
in mythological terms, the glories of Louis’ court.
Amadis, given in Paris on January 18th 1684 marks the 
beginning of Lully’s last creative phase, the operas of 
psychological exploration which are also, curiously, linked 
by a common thread of magic. This phase reflects the changing 
tastes of the king. Louis was coming increasingly under the 
sober influence of Madame de Maintenon, and it took all Lully’s 
and Quinault’s skill to retain his interest in opera. Lully's 
interest was as strictly business-like as ever. He evidently 
saw the académie as a family business enterprise, for when, on 
April 12th 1684, his eldest daughter Catherine married Nicholas 
de Fracine, his new Son-in-law joined the adminstrative force 
at the académie with a prospect of inheriting the management. 
Lully’s ideal of a privilege in perpetuity can be deduced from 
the inherited rights as composers he obtained for his sons in 
their infancy.
2The opera for 1685 was Roland. ‘ Whatever the influence of 
Madame de Maintenon, Louis was plainly delighted with the opera.
He used it to entertain the visiting Siamese ambassador; it was 
Lully’s own favourite among his operas. In the same month as the 
Versailles premiere, however, a new scandal broke which threatened 
to ruin Lully permanently in the king’s eyes. Increasingly 
perturbed by his brother’s homosexuality, Louis made a few strong
1 Versailles January 9th 1683
2 Versailles January 18th
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moves against the vice. He exiled the leaders of a particularly 
illustrious and exclusive clique - the due de Grammont, the 
Chevalier de Tilladet, the Marquis de Biran, and the Comte de 
Tallard. Lully's circle was wider and less organized though 
no less socially exalted. It included the due de Vendôme, the 
Chevalier de Lorraine, the Comte de Fiesque and the poet 
Campistron. Lully had taken - or given evidence of taking - 
Mademoiselle Certain^ as a mistress in order to allay suspicion, 
but it was Madame Certain, her mother, who denounced Lully to
2Louis. She referred to his relationship with the page Brunet .
Many chansonniers dealt with the affair of Lully and Brunet
3in more or less obscene verse. The page was arrested, but soon 
released. It seems likely that Brunet revealed the names of 
so many illustrious - and indeed royal - suitors that he was 
released to avert widespread and embarrassing prosecutions. 
Dangeau's Journal makes a brief factual reference to the affair: 
'On envoya à Saint-Lazare le petit Brunet, et le roi ordonna à 
M de Seignelay (the Lieutenant of Police) de dire a Lully qu'il 
lui pardonnoit le passé mais qu'à l'avenir il prît garde a sa 
conduite.'^ This scandai certainly affected the intimacy between 
Lully and the king. Louis still apparently enjoyed his opera- 
going. He continued to use the operas for the prestige enter­
tainment of foreign ambassadors. But Lully drifted towards the
5
Dauphin as his chief patron. Armide was dedicated to the king 
as usual but the pastoral Acis et Galatee^ was written in 
collaboration with the librettist Campistron for the princes of 
Vendôme. It was performed before the Dauphin at a gathering of 
notorious libertines. Quinault had retired from the theatre. 
There is no evidence of any quarrel between him and Lully. Like 
Louis, Quinault was turning away from the essential secularity of
opera. His farewell to the stage is made in this felicitous
quatrain :
1 See p.4-1
2 Lully's musical relationship with Brunet is frequently 
mentioned in contemporary accounts. See Le Cerf op. cit. Ill 114
3 See Bib. Nat. Ms fr 12620
4 Le Marquis de Dangeau, Journal Paris 1854-1860 I 109 Jan. 16th
5 Paris February 15th 1686
6 Chateau d'Anet September 6th 1686
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'Je n'ai que trop chanté les jeux et les amours,
Sur un ton plus sublime il faut nous faire entendre.
Je vous dis adieu. Muse tendre.
Et VOUS dis adieu pour toujours.'^
One has the impression that the king and the librettist had 
grown out of the eternal make-believe of opera. Lully, still 
incredibly young in spirits, was more fully in love with the 
form than ever. He began work on a new opera, Achille et Po^^xène, 
collaborating again with Campistron. He never completed it.
Lully's death was an ironic comment on a life spent in the dual 
service of his king and his talent. Towards the end of 1686 
Louis fell ill. To celebrate his subsequent recovery Lully 
wrote àolarge-scale Te Deum, performed by forces of over 150 
in the church of the Feuillants de la rue Saint Honoré on January 
8th 1687. At this performance, Lully, who was conducting in the 
fashion normal to him, with a heavy staff, struck his toe.
Rapidly, gangrene set in, and Lully refusing amputation, it 
spread to kill him.
Even when dying, Lully provided a perfect anecdote for the
novelists: his confessor refused him absolution unless he burnt
the unfinished score of Achille. Lully complied and a little later
was well enough to receive a visit from one of his libertine
friends. 'Et quoi, Baptiste, lui dit-il, tu as été jeter au feu
ton opéra? Morbleu, estois-tu fou d'en croire un janséniste qui
revoit Ôt de brûler de belle musique? - Paix, Monseigneur, lui
répondit Lully à l'oreille, je scavois bien ce que je faisois,
2 *
j'en avois une seconde copie.'
Lully died on March 22nd 1687, at the age of 54, demonstrably at 
the height of his powers, his vitality and intensity of character 
casting an inhibiting shadow down nearly a century of French music.
1 Quoted in La Revue Musicale Jan. 1925 p. 75
2 Le Cerf op. cit. Ill 177
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I Lully and his librettists
'L'Opéra n'est qu'un travail bizarre de Poésie et de 
Musique où le poète et le musicien également gênees l'un par 
l'autre se donnent bien de peine à faire un méchant ouvrage.'^
Lully's music for the stage is cast in a variety of genres -
ballet, comédie-ballet, tragédie-lyrique, and pastoral. From
this variety alone we can deduce his catholic taste in drama.
From the fact that the four categories are largely settings of
four different authors we can deduce the influence of his
librettists in shaping his dramatic ideals. In the ballets Lully
seems to be the perfect counterpart of the elegant court poet
Benserade. In the comedies-ballets he again appears as the ideal
interpreter - but this time of the robust and largely visual
comedy of Mo Here. In Acis et Galat%ee he begins a new partnership
2
with Campistron. The high quality of this work makes it reasonable 
to infer that a new dramatic ore was about to be mined, had Lully 
lived a little longer. It is Lully's collaboration with Quinault, 
however, in the tragedies-lyriques  ^ that produced his most enduring
/
1 Saint-Evremond: see Laborde, Essais sur la Musique, Paris 1780,
1 p. 394
2 Campistron was one of Lully's drinking companions. Both were 
members of the Prince of Vendôme's sodomist circle. See Chapter I 
p. 45
3 From Cadmus to Armide with the exception of Bellérophon
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successes. These operas extended over 18th century France an 
influence almost as inhibiting as that of Handel over 18th 
century England. Rameau was constantly measured against Lully's 
yardstick; incredibly, so was Gluck. In setting Quinault's 
libretto for his Armide Gluck was paying homage not to the shade 
of Lully but to the ultra-conservative Paris audience for whom 
the Lully-Quinault relationship still spelled greatness.
II Lully and Quinault
It would be misleading to write of Lully's concept of drama
rather than the Lully-Quinault concept of drama, were it not
possible to show that the composer's contribution to the
partnership was paramount. Marmontel - a biased observer, since
he was one of Rameau's librettists, but nevertheless a particularly
well informed one - in his critical appreciation of Quinault^,
deplores the disparity between the maturity of Quinault's art
and the comparatively primitive idiom of Lully's music. In the
creation of French opera, however, both Lully and Quinault started
from the same early and experimental stage. Opera, their joint
product, matured with them. To state that Quinault was limited
by any deficiencies on Lully's part is invalid in the light of
contemporary accounts of their working relationship. The picture
/-* 2that emerges from the writings of Le Cerf de la Vieville is of 
Lully as the dominant, not to say domineering, creative force.
We know from Le Cerf that Lully caused Quinault to rewrite 
innumerable passages. We know that it was his interpretation 
of characterisation which prevailed. In conformity with the 
spirit of the age, Lully mirrors Louis' despotism in his dealings 
with Quinault, binding him with an exclusive contract, and 
demanding from the docile poet a dedication to the finished product 
equal to his own.
Marmontel was perhaps comparing not Quinault with Lully 
but rather spoken drama with opera. The early operas must have 
seemed primitive and experimental in comparison with the works
E ssais,
1 Printed in Laborde, Eaas-ars sur la musique Paris 1780 IV p. 534 
et seq
2 See Chapter Ip. 2
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of Corneille, Moliere and Racine. The sophistication of Racine's 
dramas in particular makes Quinault's libretti seem amateurish, 
and the concept of lyrical tragedy a dilution of the concentrated 
dramatic truth of Racine's work. But to make such a judgement 
is to compare like with unlike. Marmontel asserts that in Italy, 
where there was no great tradition of spoken tragedy, audiences 
could readily accept historical heroes who sing on stage. In 
France, opera was bound to suffer by comparison with spoken drama, 
if it attempted to follow similar paths: 'La tragédie, dans son
austérité, est naturellement triste et sombre : les deux
sentiments qu'elle excite, sont la terreur et la pitié. Le 
progrès de l'action consiste a rendre ces deux intérêts plus 
forts et plus pressans, de scène en scène, et d'acte en acte; 
les momens de relâche que peuvent occuper l'espérance, la joie, 
les passions heureuses, y sont rares et fugitifs: il n'y a
presque jamais de cij^e, et par conséquent il y a peu d'espace 
pour les fêtes, et peu de moyens d'y varier les caractères de 
la musique, de les opposer l'un à  l'autre, et de tirer de leur 
contraste cet éclat et ce nouveau charme qu'ils se prêtent 
mut^uTlement. Quinault vit donc bien qu'il devoit préférer 
la tragédie fabuleuse à la tragédie historique; et de cette idée 
simple et féconde a résulté un spectacle dans lequel tout est 
d'accord.'^
III The libretti categorised
Quinault's libretti, however, fall into more than one
category, and not all of them can be included under the heading,
tragédie fabuleuse. His first two operas, Cadmus and Alceste
are closely modelled on the Venetian operas of Cavalli, examples 
2
of which had been seen in Paris in the 50's and 60's. Both 
operas have a mythologicalrhistorical plot which unfolds in a 
series of intricate episodes, the drama of the protagonists being 
interspersed with scenes for comic characters. Both operas include 
battle scenes, and scenes of religious ceremony. After Alceste, 
Quinault dropped the comic episodes entirely from his libretti.
1 Marmontel, loc. cit.
2 See Chapter I ^  p  6
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But spectacle, as Marmontel pointed out, was an essential 
component of opera: Quinault retained ceremonial scenes
throughout his libretti, but replaced military display with 
pastoral scenes in both the mythological and the magic operas.
The operas from Atys to Proserpine are indeed tragedies
fabuleuses. Quinault deals familiarly with the passions and
intrigues of the mythological deities. Cybele desires Atys,
and Jupiter, lo, as if Cybele and Jupiter were perpetrating
nothing more unusual than a mesalliance. These operas ove much
to a tradition of the royal ballets: members of the court took
leading roles in the ballets, and were referred to in the text
in terms varying from the flattering to the scandalous.^ This
provided a source of amusement which the court was unwilling to
lose. Unable to perform in the more demanding singing roles
of the operas, the courtiers continued to identify with the
characters on stage, reducing the conduct of gods and goddesses
to material for gossip. This is perhaps no bad light in which
to view the Olympian intrigues, but it means that the satirical
dimension of the operas is largely lost to us. We know the
results of Madame de Montespan's reading of the relationship
2
between Jupiter, Junon and lo in Isis. We have no record of 
how she accepted the warning supposedly given her in the 
character of Ceres in Proserpine.  ^ There must have been many 
more such allusions which we cannot now identify. The existence 
of such interpretations may well account for the strong character­
isation of these mythological roles: to Quinault, the gods were
evidently real people, and if he saw them as well known courtiers, 
then his creative task was the easier.
The heroic operas occur at an interesting period of Lully's 
and Qhinault's collaboration. Bellé^phon, the work of Thomas 
Corneille,^ was the prototype. In contrast with the mythological
1 See Chapter I p.
2 See Chapter I p.
3 Ibid
4 See Chapter I p.
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operas, its plot is simple and is told with a minimum of 
extraneous scenes. The theme of the opera, moreover, is not 
the interference of the immortals in the lives and passions of 
nymphs and demi-gods, but the realistic development of a few 
strongly portrayed, wholly human characters - Stenobee, Philonoe 
and Bellérophon. It is in this opera, and in Persee and Phaeton 
which follow it,that Lully most closely approaches Racine's 
concept of the drama of characterisation. The dramatic effect 
in Racine's plays is brought about not by the action (which is 
familiar and cannot surprise) but by the language in which he 
allows his characters to reveal themselves, and manner and pace 
of this revelation. Like the operas and ballets, these plays 
were often taken as referring to situations and people at court. 
Racine's greatness lies in the detailed psychoanalysis of his 
characters which remains true in its application to both the 
classical and the contemporary age. We know that Lully was 
deeply impressed by Racine's plays to the extent of basing his 
recitative on Racinian declamation.^ In the heroic operas Lully 
begins to base his scenes on aria rather than recitative. He 
writes substantial arias with their own ritournelles for his 
protagonists, which correspond to the soliloquies and tirades 
of Racine's heroes and heroines. He increasingly characterises 
through the melodic line itself; here, too, Lully is influenced 
by Racine who expresses his most potent characterisations through 
the vocabulary and syntax of the protagonists - rather than by 
illustrating their characters through situation and the plot. 
Quinault, too, laboured over the characterisation of these 
operas. The anecdote arising from the composition of Phaeton  ^
is valuable evidence. For Le Cerf to have mentioned it surely 
shows a new concern over the niceties of characterisation on
o
Lully's part - a growing perfectionism.
1 See Chapter 6 p.
2 Lully 'le renvoya 20 fois changer^des scenes entières ....
Quinault faisoit Phaéton dur \ 1'excès et qui disoit de vrayes 
injures à Théone. Autant de rayé par Lulli. Il voulut que 
Quinault fît Phaéton ambitieux et non brutal.' Le Cerf op. cit 
III p. 197
3 not a quality we could readily deduce from the scores, with 
their all but incompetent inner partwriting in the orchestral 
passages, and inconsistent ornamentation in the vocal lines.
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It is also vivid evidence of his domination of Quinault.
The last three operas can usefully be designated magic 
operas, though 'psychologically penetrating operas' would be 
as true a label, if more clumsy. The term 'magic' does not 
here imply that they are more spectacular than the earlier 
operas: the closing act of Phaeton employs as elaborate a
machine as any Quinault required. The protagonists in the 
magic operas are beset by enchantments rather than human 
opposition, and their own humanity is sharply focussed against 
the miasma of magic. The heroes of the heroic operas have 
magic on their side: in the magiq operas the reverse is true,
and the protagonists' stature as 'real people' is greater in 
consequence. Roland, for example, is characterised with more 
realism in his melodramatic madness than Persee in the 
comparatively mundane situation of a happy wooing, for Persee 
wins his bride by magic gifts, but Roland has not only the 
enchantments of Angélique ranged against him, but is driven 
beyond breaking point by the utterly realistic village wedding 
and its entirely coincidental ironies. The magic operas are 
indisputably the most skilfully constructed of all Quinault's 
libretti. Quinault retained the strongly characterised protag­
onists which he developed in the heroic operas, but built a more 
varied action around them. Persee and Phaeton are soloist operas, 
with a minimum of chorus and dance. Amadis, Roland and Armide 
are musically richer, with well integrated choruses and many - 
perhaps too many - divertissements.^
IV Lully's development reflected in the categories of libretti
The three main types of libretto produced by Quinault - the 
mythological, the heroic, and the magic - coincide with three 
crucial phases of Lully's development as a composer. In writing 
the Venetian operas, Cadmus and Alceste, he is a purist in the 
matter of recitative, hardly permitting a single aria to pass a 
protagonist's lips. In the mythological operas this rule is 
relaxed a little. But Lully's chief concern is still recitative.
1 See this chapter p. 6^
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He develops it to a point at which it is a refined counterpart
of Quinault's irregular lines, sensitive to rhythmic changes,
and observant of the natural contours of the poetry.^ The
mythological plots provided Lully with an undemanding framework
on which to build a series of short movements. The multiplicity
of characters and lack of cumulative force in the plots are
reflected in the fragmentary and episodic musical structures.
The heroic operas required a more sustained development of fewer
characters. Lully's aria writing - and presumably his principal
singers' technique - blossomed accordingly. The arias particularly
the soliloquyyarias, with which Lully tends to open scenes and
acts in these operas, are developed from the measured recitatives
(rather than from the popular-song type of aria given to the
2lesser characters in the early operas ). Lully's characterisation 
method demands a form as flexible as recitative with the added 
strength of a memorable opening phrase, which is often underlined 
by its prior appearance in the ritournelle. The predominance 
of major keys over minor, which takes effect from Persee may 
also be a result of the nature of the libretto. Pastoral 
characters - nymphs, gods and shepherds - tend to make love in 
minor keys; heroes establish their heroic nature by large 
stretches of the military key of C major. They also spend more 
time being heroic than being amorous - hence the shift to major ' 
key centres in these middle period works. The magic operas 
generate their own forms. They provide Lully with the opportunity 
for even more detailed characterisation - thus longer aria forms 
emerge in these works. The drama is more continuous: and so is
the music, for these operas also coincide with Lully's interest 
in longer choral movements and more elaborate vocal and 
instrumental textures.
1 But it would be chauvinistic to claim that Lully's recitative 
at this stage in his career, could have earned him a durable 
reputation outside France. The most rewarding passages are the 
measured recitatives in Thesée and Proserpine, and these come 
very close to aria in style.
2 See Chapter 7
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V Thé structure of the drama in the early operas
Despite substantial differences between these types of 
opera, certain structural processes are common to them all.
Lully and Quinault's aim was a free and natural unfolding of the 
drama over a given framework of five acts. The requirement of 
five acts, which opera shares with the spoken drama of this era, 
is the only convention which Lully's operas observe. They occur 
at too early a period in the history of opera to be bound by any 
other structural rules. The conventions of 18th century opera 
were not yet formed: there are, for example, no limitations on
the uses and types of aria, since aria and recitative are so 
closely related in these works that distinctions are often
arbitrary. There are no inevitable choral finales, because
Lully's use of the chorus is unique to each opera and arises out
of the individual drama rather than a traditional practice. The
five act form poses many problems, however. It produces a unit 
which is too long for a straightforward delivery for any plot. 
Quinault was forced to expand the subject matter to include a 
subplot for the confidants, and scenes of singing and dancing 
incidental to the main plot. Often a whole act is generated 
by this need to fill a given frame. Many operas have a spectacular 
but arguably irrelevant act (usually the fourth: the fourth
acts of Thesee, Isis, Phaeton and Armide could conceivably be 
analysed as irrelevant elaborations of the plot, although in 
each case they contain some of the finest music in the opera.)
The scenes of the main plot follow no set pattern. The 
number of soloists varies; Quinault seems to have subscribed 
to no theory on this point, though it is rare for more than four 
to sing in any one scene, unless they constitute a semichorus.
It is illuminating to examine a sequence of main-plot scenes in 
one of the early operas. Thesee falls somewhat between categories 
(it occurs chronologically between Alceste and Atys) having many 
of the characteristics of the Venetian operas. In terms of the 
plot it relates to both the heroic operas and indeed to the late 
magic operas. Medée is clearly an Armide figure, drawn with 
remarkable strength and consistency for such an early work.
The writing, however - the short movements, the preponderance 
of recitative, the absence of significant arias for the
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protagonists - is typical of the Venetian and the mythological 
operas. And the dramatic structure is identical with that of 
similarly early works.
The characters involved in Act V of Thesee are the 
enchantress Medée, the lovers Thesée and Aeglee, the king Egée, 
and the confidants, Dorine, Areas and Cleone. Scene 1: Medée
sings an aria (or measured recitative) introduced by a ritournelle 
on the same bass, which poses the question, ’Ah, ah faut-il me 
venger en perdant ce que j'aime?' After a short passage of 
recitative Medée answers herself in a reprise of a phrase from 
the aria with the words, 'Non, non, il faut me venger en perdant 
ce que j 'aime.'
Scene 2; In a recitative dialogue between Medee and Dorine the 
former reveals her plan to bring about Thesée's death. The words 
are full of insight into her barbaric nature:
'Contre un fils inconnu 
J'arme son propre père :
J'immolay mes Enfans 
J'osay les égorger
Je ne seray pas seule inhumaine et perfide;
Je ne puis me venger amoins d'un paricide.'
Scene 3: In this scene between Medée and Egée the king is per­
suaded to kill Thesée. The scene closes with a duet:
'Que la vengeance a d'attraits pour les coeurs jaloux.'
Scene 4: After an urgent introductory ritournelle, Medée and
Egée continue their duet as an ironic welcome to the lovers,
Thesee and Aeglée: 'Ne craignez rien, parfaits Amans' - which
is taken up, without irony, by the chorus. In the recitative 
that follows, Egée makes a speech of hypocritical forgiveness to 
Thesee, and presents him with the goblet of poisoned wine which  ^
Medée has prepared. Thesée swears his fidelity, producing a 
sword for the purpose which the king recognises as proof that 
Thesée is his son.
Scene 5: Egeè denounces Môdée and Thesee dismisses the dramatic
revelation in a sentence:
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'C'est assez d'éviter sa haine;
Soyons heureux. Seigneur;
Notre parfait bonheur 
Suffira pour sa peine.'
He is joined in this optimistic sentiment by Aeglee and Egée 
(forming a brief trio). Egée then sweeps aside the problem 
posed by his love for Aeglee:
'Trop aimable Aeglee; je vous aime;
Mais je veux être heureux dans une autre moyenne ...' 
In fact allihe potentially dramatic issues are pre-empted in 
the minimum of time. In a continue aria Egée announces the 
imminent wedding of the happy lovers. The scene concludes with 
a chorus, with trio episodes for Cléone, Areas and Egée.
Scene 6 : A ritournelle depicting a whirlwind frames Medée 's
recitative in which she describes her destruction of Egée's 
palace.
Scene 7 : A chorus with lively orchestral episodes depicts the
panic as the palace burns. A prelude for strings with alternating 
colour from flutes and trumpets follows to illustrate the 
rebuilding of the palace.
Scene 8: Minerve describes the 'palais éclatant' she has built
and the chorus celebrate the happy ending: 'Vivez, vivez contens
dans ces aimables lieux.' A short dance finale follows.
Thesee is a strongly constructed opera and there is no
extraneous subject matter in the scenes described above until
the final festivities. If anything, Quinault errs on the side
of brevity. Lully is particularly dependent on his librettist
for the actual length of all vocal movements other than choruses.
He uses very little verbal repetition^ and there are only slight
differences of proportion between the libretto and the final
score. Medée is the only protagonist who is given reflective
soliloquies : her measured recitative or aria in scene 1 of this
2
act is one of a series occuring throughout the opera. They
1 Verbal repetition was a hall mark of Italian style in vocal 
music, and the one aspect of it which received the most ridicule 
in France.
2 All these movements are capable of analysis as either 
recitative or aria: this ambivalence is precisely representative
of Lully's style at this stage.
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are all short movements, the music conforming to the time 
scale of the words, and Lully gives them significance by his 
use of a metrical (and melodically distinguished) opening phrase. 
In this case it returns twice, both to complete the movement 
and as the final phrase of the scene. The character which 
emerges from this chain of soliloquies is one of human passion 
at war with a magician's vocation. Quinault defines the conflict 
in Medée's character -
'Le destin de Medée est d'etre criminelle 
Mais son coeur étoit né pour aimer la vertu.'
The magician's power is spectacularly demonstrated in the 
transformation scenes in Act IV. In the soliloquies Lully 
concentrates on depicting the human predicament:
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The earlier soliloquies express the mental torment and 
indecision surrounding Medée. In the first two scenes of 
Act V Quinault crystalises her resolution. Her decision, 
once taken, is rapidly carried out. In scene 3 she lays her 
plans, and scene 4 - Egée's recognition of Thesee - should be 
the central climax of the opera, bringing to a head the personal 
crises of Thesee, Egée and Medée. But it is over in a handful 
of bars:
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The music adds nothing to the words at this point; there is no 
idiom in Lully's style that could make any musical contribution 
to this climax - other than the provision of spare but shapely 
lines for the singer to ennunciate with maximum expression.
A change of harmony at Eg^e's 'Que vois-je.'' for example would 
be foreign to Lully's style; nor would Lully use measured 
recitative in such a context. It is necessary to suggest these 
negative criticisms in order to realise the limitations of 
Lully's dramatic language. In fact he makes the spectacular 
appearance of Medee in scene 6, her destruction of the palace, 
and its rebuilding by Minerve, the musical climax of the opera. 
These manoeuvres generate substantial musical numbers simply 
because of the length of time taken to achieve the action. And 
the music accompanying the spectacle forms the dramatic climax 
of the opera since Lully's style at this point was better fitted 
to invest the spectacular with a musical equivalent than to add 
a dimension to the human drama.
Lully's dramatic climaxes, in all but the last three operas, 
are visual and indeed spectacular. The tortures of lo in Act 
IV of Isis are, both musically and visually, far more impressive 
than Junon's poorly motivated forgiveness in the last act. The 
fall of Phaeton's chariot from the heavens is more effective 
than what should be the crucial scene - the confrontation between 
Phaeton and his father, again in the fourth act. At the 
spectacular climaxes Lully's music takes its time scale from 
the movement of the machinery: the more elaborate the machines,
the more substantial the musical climax to accompany them. 
Quinault provides no verbal material for musically expanding the 
dramatic moments in the dialogue. And because of the French 
qualities of Lully's style - its rejection of verbal repetition 
and melismata, and its severely restricted use of aria and 
arioso - the effect of these scenes is linked inseparably to 
the actual syntax of the libretto.
VI The structure of the drama in the later operas
It is not until the three magic operas that Lully's style 
becomes sufficiently rich and fluid for the recitative scenes 
to rival in dramatic effect the mechanical spectacles. Act IV 
of Roland contains perhaps the most dramatic music Lully ever
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wrote. There are no machines. Most of the act is set in 
recitative. It is Lully's language which has matured not 
Quinault*s though he is helped by the provision of one of 
the finest examples of sustained dramtic irony in 17th century 
drama.
In IV 1 Astolfe (Roland's comrade in arms) tries to 
persuade Roland to abandon Angélique in favour of war;
'Triomphez de l'Amour, il n'est point de victoire
Qui montre mieux la Vertu d 'un Héros.'
It is a somewhat unimpressive scene; its chief importance is to 
show Roland firmly (though mistakenly) convinced of Angélique's 
love for him, and impervious to patriotic appeal. Scene 2 
comprises the superb accompanied recitative, 'AhJ j'attendray 
longtemps, la nuit est loin encore.' Roland's solilquy is set 
as a measured recitative accompanied by the full string orchestra 
The movement is at once a mellow tone picture of the idyllic 
grove, and a sensitive setting of Roland's changing moods as he 
awaits Angeliu^e. The deceptively peaceful mood pervades the 
scene. And the irony which was implicit in scene 1 begins to 
unfold; for we know that Angélique has fled with Medor, though 
we do not yet know how horribly Roland will learn this fact.
The action moves again as Roland sees the inscriptions hanging 
on trees in the grotto. The pace is marvellously controlled 
by instrumental episodes in the recitative. Roland does not 
immediately see that the inscriptions refer to Angélique, and 
pauses to sympathise with 'deux amants qui bruloient d'une 
ardeur mutuelle.' When he reads the inscription
'Angélique engage son coeur 
Medor en est vainqueur.'
the instability of his character is first hinted at, in his 
sudden rage and subsequent attempt to retain his faith in 
Angélique -
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'Je puis aisément connaistre
Qu'elle parle de moy sous un nom suppose.'
Even when he reads Medor's reply, Roland is unable to bring 
himself to believe in Angélique's infidelity. It is his 
reluctant, agonising conversion to the truth that forms the 
substance of scenes 3 - 5 .
His soliloquy is abruptly interrupted^ by 'un bruit de 
musique champestre'. One of Quinault's devices for expanding 
three act drama to fill a five act frame was to include a 
number of episodes involving dancing and the chorus. These 
episodes, referred to as divertissements, appear throughout 18th 
century operas, though Gluck contains them within the finale 
situation. To the composer, they provide a welcome source of 
variety : metrical music after recitative, choral music after
the solo voice. But to the librettist the challenge is to make 
their inclusion dramatically probable. Some of the 
divertissements form self-contained dramas. The story of 
Syrinx and Pan, included in Act III of Isis as a sleep-inducing 
entertainment for Argus, is one of the most elaborate and best 
motivated. On the other hand the ballet of the statues in Act 
II of Cadmus is an example of the utterly irrelevant 
divertissement. A middle way is represented by the divertissements 
of Triton and the Sea gods in Act I of Phaeton, and battle between 
the spirits of the air and the demons in Act IV of Amadis. It 
would be possible to cut these scenes without removing any subject 
matter essential to the plot, but they are often musically 
elaborate and it is obvious that they were not regarded as 
dispensible by either the composer or the audience.
In this act of Roland Lully and Quinault make dramatic 
capital out of the convention of the divertissement. When
1 Lully rarely actually interrupts one type of movement with 
another, though in this act of Roland in particular, and on 
several other occasions in the last three operas, he so closely 
juxtaposes different t£mpi and styles that an effect of interrup­
tion would be given in performance. In the score, however, there 
is no real disruption of one movement by another; in the libretto, 
sentences are not broken into on these occasions.
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Roland's solitary anguish is disturbed by the village wedding
we are led to expect a relaxation of tension. The first words
of the chorus, however - 'Quand on vient dans ce boccage peut on
s'empêcher d'aimer?' - vividly assert the nature of the torment
in store for Roland. A little duet for an anonymous shepherd
and shepherdess, with its insistant references to fidelity,
is another turn of the screw. The rustic bride and groom declare
(in scene 4) that they would not exchange each other for - 
/ /
Angélique and Medor. Roland seizes on these names (the name of 
Medor was unknown to him until he read it on the inscriptions) 
and questions the couple. He is forced to hear a detailed and 
enthusiastic account of his betrayal by Angélique. The final 
blow is struck when Tersandre, who has just left the departing 
royal lovers, brings a gift from Angélique for the rustic bride. 
It is the bracelet which Roland offered Angélique amid a ceremony 
of splendid pomp in Act I. Roland's madness develops quickly 
from this point. The final violent outburst of his passion is 
provoked by the brief chorus of wedding guests -
'Bénissons l'amour d'Angélique 
Bénissons l'amour de Medor.' 
at which Roland abandons himself to his despair.
The sustained high quality of scenes 2 - 6 of this act can
be attributed largely to Lully. Quinault provided a sequence
of events full of intrinsic dramatic power. Lully's contribution 
to the drama can be seen in the time scale and proportioning of 
the act. The extended soliloquy in scene 2 is essential to the
effect of the denouement. Lully saw that the impact of the
revelation of Angélique's betrayal depended entirely on the 
strength of his characterisation of Roland. The characterisation 
is built up over the preceding acts. In Act II 2 he is portrayed 
in a brisk, unsentimental diatonic style, as he tries to break 
the chains which bind him to Angélique. He sings a series of 
continuo arias. The continue aria^ was Lully's private code to 
denote the unsuccessful lover. When we hear Roland singing in 
this form ('Quelle cruauté' for example, II 2) we know already 
that his love for Angélique can never be reciprocated. So that
1 See Chapter 7 p. M O
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we are never for a moment deceived when Angélique deceives him 
in Act III, and when Roland deceives himself in Act IV. There 
is just a hint of Roland's potential instability in this aria 
from the second act, which shows his pride forcefully expressed 
in continuo aria style^broken into by a revelation of his 
unquenchable love in impassioned recitative.
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The eruption of Roland's madness in scenes 5 and 6 of Act IV 
is the more effective because of the carefully structured 
characterisation in earlier acts. We can, then, show that 
whereas in the early operas the drama depended on spectacle and 
incident, in the later operas Lully conceived drama as a detailed 
characterisation of one protagonist, who is affected by all the 
action of the plot, and whose character develops throughout the 
opera as a result of the progress of the plot.
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Characterisation in the early operas, though it does not 
rank as important as spectacle and incident, nevertheless makes 
a certain contribution to the drama. Roland is representative of 
a long line of spurned lovers, male and female, whose shame and 
pain Lully never fails to invest with his most moving music. 
Stenobee in Bellérophon, Mérope in Persee and Théone in Phaeton 
are particularly sensitively drawn. Their helplessness contrasts 
strongly with the heroic context in which Bellérophon, Persee 
and Phaeton are free to achieve their ambitions through their 
own acts. The weakness of the structure into which they are: 
built is that their characterisation is never followed through: 
Lully arouses a disaproportionate interest in, for example, Théone, 
rejected by Phaeton in favour of a crown. Her musical climax 
is placed at the opening of Act III, a marvellously detailed 
reprise aria with a ritournelle, 'AhJ Phaeton, est-il possible 
Que vous soyez sensible pour une autre que moy?' After this 
point her impact on the plot is marginal, and her tragedy is 
never developed. Lully's characterisation is always apt and 
never ineffective, but it is not until Roland and Armide that he 
is able to make its development congruous with the development 
of the total drama.
VII Quinault's contribution to the drama
Quinault's contribution to the characterisation is much 
less significant. He was severely handicapped by the shrinking 
vocabularly of 17th century France. The centralisation of the 
government under Louis was leading to a centralisation of 
language as the king drew all the great families closer to his 
sphere of influence.^ The society at court and in Paris formed 
the audience - and virtually the only audience - for the literature 
and music of the age. Outside literary circles fashion dictated 
the removal of provincialisms and the language of trade and 
agriculture from acceptable conversation. Within the literary
1 - largely to protect himself from their revolutionary
tendencies which had been expressed in the Frondes during the 
years of his minority. See Chapter I p."^
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environment, the self-conscious jargon of the précieux movement^ 
became the only acceptable medium for tragedy. Quinault's 
vocabulary, far from being a richer idiom than music, as 
implied in Marmontel's criticism, is actually much more limited 
than the expanding and freely experimental resources at Lully's 
disposal.
2
In his own age Quinault was criticised for being too 
obsessed with the insignificant aspects of drama - trivial 
lovers' quarrels constructed to advance the plot by one more 
scene, followed by unconvincing reconciliations with the same 
purpose#. The limitations of his language mean that gods are 
indistinguishable from mortals in their diction, and the full 
force of the Jupiter-Io courtship in Isis, for example, or the 
Cybele-Atys plot, is obscured by the monotony of the précieux 
vocabulary. Xavier de Courville^ blames this monotony on the 
nature of opera itself; 'La simplification forcée de 1'opera 
accentue encore la similitude de toutes ces tendresses.'
But Quinault's chief weakness is not so much his limited 
vocabulary as his lack of a sense of proportion between main- 
plot and sub-plot. Mercure and Iris in Isis, and Arethuse and 
Alphee in Proserpine are examples of particularly tedious sub­
plots which invariably hold up the action while offering no 
compensating qualities. Act IV of Armide is almost incredibly 
.inept. Ubalde and the Danish Knight (who is not even individualism 
by a name) in turn, and in exactly parallel situations.^ are tempted 
by phantoms of Armide's creation. Both, in their turn, succumb, 
and are rescued by their brother knight. If we regard the opera 
Armide as being a discussion on a philosophical plane of the
1 Thé précieux movement, best known through MoliStre's satire
Les Précieuses Ridicules, is associated with the salon of 
Catherine de Vivonne-Pisani, Marquise of Rambouillet which was 
frequented by such fashionable writers and conversationalists 
as La Rochefoucauld, Saint-Evremond, Madame de sévigné and 
Mademoiselle de Scudery. Their aims of establishing extreme 
delicacy of expression through a highly metaphorical diction 
left an enduring influence nn 17th and 18th century literature.
2 Marmontel, loc. cit.
3 La Revue Musicale, Paris January 1925
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thesis that love is a delusion and a snare, then Act IV is a 
justifiable though clumsily constructed example supporting and 
corroborating the main-plot. But Armide is above all an opera 
about a woman - who is only incidentally a magician - who risks 
all to entrap the man she loves. And in this context. Act IV is 
startlingly irrelevant.
VIII The Collaborative achievement of Lully and Quinault
Quinault, however, had many qualities which made the 
collaboration congenial to Lully - not least, one suspects, 
his docility, which must have compared favourably with Moliere's 
strong personality and Benserade's assured professionalism.
(We have no evidence that either of these ever changed a single 
line at Lully's request.) Quinault's work matured with Lully's; 
though we can deduce, from the sequence of operas Isis, 
Bellérophon, Proserpine, that Quinault was inclined to be 
conservative. With Quinault in exile, Lully moved ahead in 
composing the first heroic opera, Bellérophon. On Quinault's 
return to favour Lully was apparently satisfied to set the last 
mythological opera, Proserpine, but thereafter led Quinault to 
develop Thomas Corneille's prototype. The whole sequence of 
opera types is so logical that it is difficult to account for the 
part played by Louis in allegedly selecting the subjects of the 
operas.^ Without this evidence we could reasonably infer that 
Lully extracted from Quinault the plots he needed to develop his 
form of opera, and we could see Quinault's development as changing 
to satisfy Lully's requirements. Certainly there is a unanimity 
of concept in the last three operas which indicates the maturity 
of the composer-librettist partnership.
Oriane's air, 'Juste dépit', from I 3 of Amadis is a product 
of a detailed interdependence of words and music. Every aspect 
of the music - melodic line, rhythm, harmony and bass line - adds 
to an interpretation of the changing moods of the libretto!
1 See the evidence of Le Cerf, discussed in Henri Prunieres, 
Lully Paris 1910 p.109
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This recitative from I 5 of Roland shows, too, a close 
relationship between words and music, with particularly 
sensitive harmonic changes: the chord of A major, either
as a dominant (bar 3) or a tonic (bar 6) represents Angélique's 
desire to see Medor again, and any flattening away from this 
bright chord indicates her second thoughts; the juxtaposition 
of the dominant area of d minor with F major is used to depict 
her indecision.
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In the example from Armide, Lully's contribution to the dramatic 
interpretation of the passage seems at first sight to be 
paramount: his bass line expresses a deep unease which the
sweeping (and for Lully, extended) vocal phrases deny. Quinault, 
however, has provided the crucial inversions of word order which 
produce a climax at 'Malgré moy' - the key phrase to illuminate 
Armide's character. Quinault also planned the evocative opening 
to the phrase, with the wonderful word ' incessament' and its 
point of rest on the word 'repos' - a remarkable sentence, 
remarkably set.^
Ex. 15
15 Armide I 1 .
Son
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1 Quinault's sense of the dramatic became more refined and 
sensitive over the years of his collaboration with Lully. In 
1654 he wrote La Comédie sans Comédie, an entertainment in four 
acts for the Théâtre du Marais, comprising a pastoral, a comedy, 
a tragedy and a compressed version of the Armide story. In this, 
at the moment when Armide fails to kill the sleeping Renaud, 
L'Amour appears on a machine, manifesting in concrete form the 
reason for her hesitation. In his operatic version (32 years 
later) Quinault allows Lully's music to take over the function 
of the machine: Armide's love is expressed in the recitative
(II 5) 'Enfin il est en ma puissance.' It is indicated subtly 
in the melody and harmony and it takes Armide herself by surprise.
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The best testimony to Lully's concept of drama is the fact 
that he chose to dedicate his mature years to comp&sing operas.
We need not question whether the artist or the business man played 
the greater part in the decision: in Lully the two were
inextricably blended. The initial impetus appears to have been 
financial gain. The development subsequent upon the early works 
js motivated entirely by artistic considerations. Lully's 
dramatic ideals developed simultaneously with his composition 
technique. There are no places in his work where we can see him 
attempting an effect for which his music was inadequate; rather 
we can feel his expanding musical technique influencing the nature 
of the operas he chose to set. Propelled by the development of 
his style, opera progressed in his hands from the slight 
structures and episodic action of Cadmus to the great 
characterisations of Roland and Armide. Lully's concept of drama 
developed with his growing appreciation of what dramatic music 
could achieve.
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Part One: Chapter Three
Lully and the Académie Royale de Musique
I The establishment of the Académie Royale 
II The impact of the Académie Royale 
III The members of the Académie Royale 
IV The tradition of the Académie Royale
I The establishment of the Académie Royale
The Académie Royale de Musique was arguably Lully's greatest 
creative achievement. It is not given to many composers of opera 
to dictate and even to supervise the entire conditions under 
which their works are performed - from the conduct of the
rehearsals to the price of admission. The perilous early days
, 1 
of Perrin's Académie have been briefly described in Chapter One.
The stability and success which Lully's enterprise showed were 
products as much of his superior business sense as of his musical 
talent. Nowhere is the interrelation between Lully's artistic 
convictions and his financial genius more clearly displayed than 
in the conception of the Académie. Indeed, evidence of the influ­
ence of the latter in shaping the former is inescapable: Lully
began by ignoring opera because he thought there was no market 
for it. Perrin's success proved the existence of an interested 
audience. From this point in time - 1671 - Lully embarked upon 
a career calculated both to stimulate this demand and to ensure 
that it could be satisfied only by his own compositions. This 
musico- commercial absolutism reveals the character of the man - 
a surprisingly compatible blend of perfectionism and pragmatism.
The Académie Royale de Musique was not merely a theatre. It
was a community - closeknit and inward-looking since it contained
2many families among the singers and instrumentalists. It appears 
that the entire financial enterprise was Lully's - he claimed all
1 p. 1)3
2 The Hotteterre wind players, for example, see Chapter 5. 
Another instance is the singer Marie Verdier, who was married 
to a member of Lully's orchestra.
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the profits and payed all the salaries.^ The financial scandals 
of Perrin's Académie - Perrin's endemic bankruptcy, the 
disappearance of the box-office receipts into the pockets of de 
Sourdeac and de Champeron, the singers unpaid and threatening 
strike action - never recurred during Lully's tenure.
The Académie Rovale was domiciled in the Palais Royal from 
its early days. Lully was given the hall which had previously 
accommodated Moliere's troupe so that it was already a theatre 
when Lully moved in. The hall had also been used in 1647 for 
the performance of Luigi Rossi's Orfeo, and Torelli's machines 
for this production were probably still in existence though there 
is no record that Lully ever made use of them. Prunieres compiled 
a description of the building from manuscripts in the 
Bibliothèque de l'Arsenal^:
'L'entrée de l'Opéra était fort étroite et fort sombre.
On faisait queue devant le guichet où se donnaient les places.
On payait un louis d 'or pour les places de première loge, un demi- 
louis pour celles du parterre et du second amphithéâtre .... Le 
public prenait place parmi les cris des marchands le limonade et 
d'orgeat; on voyait les instrumentistes s'installer a l'orchestre 
et accorder leurs instruments à grand tapage.^ A cinq heures, le 
batteur de mesures frappait le plancher de son long bâton et 3es 
violons préludaient doucement tandis que les conversations 
s'arrêtaient et qu'on éteignait le lustre. C'est alors que 
retentissait le premier coup d'archet de llorches^e. Ahl ce 
"premier coup d'archet" des symphonistes de l'Opéra, il était 
célèbre dans toute 1'EuropeI Certains ne venaient que pour
l'entendre, et puis s'en allaient satisfaits ....  L& plancher
allait en montant par des degrés jusqu'a la hauteur des premières 
loges. Un deuxième étage de loges courait au-dessus. Les 
troisièmes loges, que ne séparait entre elles aucune cloison,
1 Norman Demuth in French Opera (Sussex 1963) p. 130 states that 
the Opéra was run in this way - as a private, unsubsidised venture 
until the present century.
2 See Chapter 1 p .
3 See L'Académie royale de musique et de danse. La Revue Musicale, 
Paris January 1925. pp 17-21
4 But Georg Muffat implies that the orchestra tuned before the 
arrival of the audience; see Florileuium Secundum section IV 
note 1 in D.T.O. II 2.
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formaient une sorte de vaste promenoir et le fond de la salle 
était occupé' par un amphithéâtre. Tandis que le beau monde se 
pressait dans les loges, les amateurs sérieux montaient 
volontiers à l'amphithéâtre, qui demeurait plongé dans l'obscurité 
On y était bien pour entendre, loin du bruit et du babil des loges 
Chacun apportait sa bougie pour suivre les paroles sur le livret 
que l'on vendait à l'entrée. Dans les ténèbres de l'amphithéâtre, 
percées seulement par la lueur des bougies éclairant le bas d'un 
Visage penché sur un livret, on écoutait religieusement le chant 
et la symphonie.'
II The impact of the Académie Royale
The impact of the Académie on the social and musical life 
of Paris is expressed in numerous commentaries:
Les jours de 1'Opera de l'un a l'autre bout 
Saint Honoré rempli de carrosses partout 
Voit malgré la misère à tous états commune 
Que 1'Opera tout seul fait leur bonne fortune.'^
Lully's astuteness in creating a demand and then satisfying it is 
amply illustrated in the intensity with which the fashion 
enthralled Paris:
'Depuis les operas la rage de musique
2
S'est mise dans Paris, tout le monde s'en pique.'
Le Cerf de la Viéville^ describes the fanatics who would see the 
same opera twenty or thirty times. The narrow repertory of the
Académie resulted in regular attendance at the opera being
synonymous with an exclusive devotion to Lully's compositions, 
a fact which was nicely calculated by Lully as he regaled his
^regular audience with one new work each year.^
A V1 La Fontaine: Epitre a M. de Nyert
2 De la Tessoniere: êpitre
3 Le Cerf op. cit. III 301
4 See Appendix 5
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The popularity of opera-going was not, of course, based
entirely on the appeal of the music;
'L'Opera souvent peut hâter une affaire
Que cent mille soupirs n'auroient jamais pu faire.
Quand le chant dans le coeur a fait impression.
Ce coeur n'est pas longtemps sans quelque émotion.'^
The moral dangers of opera addiction were widely discussed in
2the seventeenth century. Racine warned that the over-emotional 
libretti were 'capables de faire des impressions dangereuses sur 
des jeunes esprits.' Boileau,^ too, was most vocal against the 
opera (though this did not prevent him from putting himself 
forward as a replacement for Quinault after the Isis scandal).
Both words and music seemed to Boileau to be full of insidious 
degeneracy. Imperfectly acquainted with both the platonic modes 
and with Lully's technique, he condemned the use of the lydian 
mode as an influence deleterious to the moral fibre of the young. 
This - totally worthless - criticism is an interesting reminder 
that in reviving the principles of Greek drama; one runs the risk 
of reviving Greek objections to it. In support of Racine and 
Boileau it can, however, be shown that audiences were moved to a 
greater than normal degree of concentration and emotion by certain 
scenes of the operas: 'Lorsqu' Armide s'anime a poignarder Renaud
dans cette dernière scène du 2eme Acte j'ai vu vingt fois tout le 
monde saisi de frayeur, ne soufflant pas, demeurer immobile, l'âme 
toute entière dans les oreilles et dans les yeux jusqu'a ce que 
l'Air de Violon, qui finit la scène, donnât permission de respirer.'-
Such passionate attention on the part of the audience was 
no doubt the more remarkable in the context of their normal 
behaviour. Apart from the usual distractions of conversation and 
inattention, much annoyance must have been caused by the courtiers 
who insisted on sitting at the side of the stage. Lully, in fact, 
doubled the price of these seats in an attempt to stop the abuse,
1 Le Mercure Galant July 1679 p. 258
2 Preface to Esther 1687
3 See Eugene Borrel: Lully Paris 1949 p. 75
4 Le Cerf op. cit. Ill 302
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but only succeeded in making them more desirable. A particular 
offender was the Dauphin who began to frequent the opera from 
1680 - as his father's enthusiasm waned, his grew^. However, 
similar behaviour was common in all theatres of the period. 
Molière was not the sort of actor/producer to let it pass without 
comment:
*J'étais sur le theatre en humeur d'écouter 
La pièce, qu'a plusieurs j'avais oui vanter;
Les acteurs commençaient, chacun prêtait silence.
Lorsque, d'un air bruyant et plein d'extravagance.
Un homme à grands canons est entré brusquement 
En criant "HolaJ ho: un siège promptement:"
y
Et de son grand fracas surprenant 1'assemblée.
Dans le plus bel endroit a la pièce troublé .... 
Mais l'homme pour s'asseoir a fait nouveau fracas.
Et traversant encor le theatre a grands pas.
Bien que dans les cotés il put être a son aise.
Au milieu du devant il a planté sa chaise.
Et de son large dos morguant les spectateurs.
Aux trois quarts du parterre a caché les acteurs ....'^
/
III The members of the Académie Royale
\ /Lully's privilege to found the Académie Rovale proposed
not merely a theatre, however, but a training school for singers,
actors and instrumentalists: 'Nous avons cru pour y mieux
réûssir qu'il étoit à propos d'en donner la conduite a une
personne dont l'expérience et la capacité nous fussent connues,
et qui eut assez de suffisance pour former des élèves tant pour
bien chanter et actionner sur le théâtre, qu'a dresser des bandes
3
de violins (sic) flutes, et autres instrumens.' Lully could 
not help but fulfill this requirement anySS^ than he could help 
running a successful commercial enterprise: his perfectionism in
the cause of the performance of his operas drove him to exercise 
great care in the selection of his singers and instrumentalists, 
and the zeal with which he trained and rehearsed them was 
legendary in his lifetime.
1 A situation typical of a monarch and his heir; compare George I 
and the Prince of Wales vis-a-vis Handel.
2 Molière: Les Fâcheux II 3 Privilège of March 1672; see
Appendix 1
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It is necessary to remember that we are examining such an 
early period in. the history of native opera in Paris that when 
Perrin was mounting Pomone in 1671 there were no Fis^ nclj opera 
singers to cast from - because there was no French opera.
Cambert despatched Pierre Monnier - who had sung in some of the 
early pastorals and ballets - to enlist promising singers from 
the ecclesiastical centres of the South of France. The list 
of singers he brought to Paris includes Pierre Rossignol,
Bernard Clediere, Francois Beaumavielle, Pierre Toulet, and 
Jean Bourel-Miracle - names which recur in a deposition of 1671 
in which they threaten strike action in consequence of being 
unpaid. Lully took over the bulk of Perrin's troupe, but we 
have only to compare the little airs and popular songs of Cambert's 
pastorals with the recitative of even the earliest Lully operas 
to infer how much training was necessary in the brief interim 
period.
It is difficult to obtain a disinterested assessment of the
qualities of Lully's singers. Italian and English writers tend
to decry them utterly, French writers to extol them chauvinisticall;
Abbé Raguenet, whose Parallèle des Italiens et des François^
provoked the invaluable though prejudiced writings of Le Cerf de
la Viéville in the early 18th century, has few good words to say
about French singers, however: 'We have not one man in all our
operas fit to act a lover, except Dumeny, but, besides that he
sings very false and has little or no skill in music, his voice
is not comparable to that of the castrati.' Raguenet goes on to
mention Marthe Le Rochois, for many years Lully's principal woman
singer, and the anonymous translator adds the acid footnote:
'I saw that woman at Paris; she was a good figure enough and had a
tolerable voice, but then she was a wretched actress and sung
2
insufferably out of tune.' Burney attempts a more rational 
comment: 'If we may judge of them by the songs they had to execute,
their abilities were not very stupendous; good voices and good
3
action seem to have been their principal merit.'
1 Paris 1702
2 This quotation is taken from an anonymous English translation 
published in 1709, printed in Source Readings in Music History 
(New York 1950) p. 485
3  Chcitles S a r n e j  t A Cj-ener^l oj. Kus>tc.
N ew Y o r k  195? J
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The fullest source of information about Lully's singers 
is contained in Laborde's Essais sur la Musique which was written 
in the early 18th century and widely circulated in manuscript 
before being published.^ Burney quotes extensively from Laborde, 
and Arthur Pougin's series of articles. La Troupe de Lully, 
published in Le Ménestrel in 1895 is closely based on this source. 
Laborde gives a table of voices allegedly in use in the late 17th 
century; it has limited relevance for a study of Lully's singers, 
however, since the soprano compass bears no connection with 
Lully's roles ^  3ë.ai'iiliiL) and the Basse
Contre is out by a semitone since we find a bottom D in Cadmus I 2 
Laborde is clearly more valuable for his biographies.
E% 16 Laborde op. ciio II
___________
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1 Laborde Essais sur la musique Paris 1780
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Most interesting among Lully's soprano soloists is Marthe 
Le Rochois whom Raguenet's translator damned so unequivocally. 
Laborde gives a more loyal, French assessment of her person and 
career: 'Lully la rendit la plus parfaite Actrice qui eut
jamais existe ... Outre son grand talent pour la declamation 
et pour le chant, elle avait si bien l'art d'imprimer toutes les 
passions, qu'elle effaçait les plus belles Actrices et avait l'air 
d'une divinité^ Sa tête était noblement placée, son geste 
admirable, et toutes ses actions belles jusqu'aux plus simples; 
personne ne pouvait lui être comparé dans le jeu muet et dans
le silence ... Le rôle d'Armide fut son triomphe et mit le
\ 1 2 
comble a sa reputation.' Titon du Tillet refers to her as
'le plus parfait modèle pour la déclamation qui ait jamais paru
sur le théâtre.' He also suggests that Lully consulted her
judgement in writing his operas - which seems decidedly improbable.
Le Rochois first attracted attention in the role of 
Arethuse (Proserpine). She created the parts of Merope (Perseej, 
Théone^ (Phaeton), Arcabonne (Amadis), Angélique (Roland) and 
Armide. There is a curious story told which illustrates the strict 
moral code which Lully apparently imposed upon his community of 
artists. He publicly accused Le Rochois of being the mistress 
of Le Bas, one of his bassoon players. She produced Le Bas' 
written promise of marriage in her defence, and soon after this 
Le Bas did in fact marry her - only to desert her almost 
immediately.^
If Lully attempted to impose orderly behaviour on his women 
singers, however, he certainly failed to control his most notorious
5
- but also most illustrious - tenor, Dumesny. Dumesny's pred­
ecessor, and Lully's fiist haute-contre was Clédière. Clédiêre 
was one of Monier's original discoveries from Languedoc.^ He
1 Laborde op. cit. Ill 493
2 Titon du Tillet Le Parnasse François Paris 1732 p. 393 et seq.
3 arousing in the Abbé de Chaulieu a 'grand passion' which he 
expressed in verse: 'Sous le nom de Théone elle sut m'enflammer'
(quoted by Pougin loc. cit.)
4 Lully sacked another soprano, Louison Moreau, for producing an 
illegitimate child.
5 also Dumesnil, Dumény etc.
6 see p. go
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created the roles of Admète, Thesee, Atys, and Bellerophon - 
though some of his audience could never forget that his first 
role with Lully was the comic travesty part of the nurse in 
Cadmus: 'Atys est ce petit drole qui faisoit la Furie et la
Nourrice; de sorte que nous voyons toujours ces ridicules 
personnages au travers d'Atys.'^ Clédière left Lully's troupe 
when the newly discovered Dumesny threatened to eclipse him 
entirely. A useful, if not always reliable, source of the early 
history of the Académie is found in the writings of Les frères 
Parfaits. Their account of Dumesny's discovery and training has 
a ring of truth: 'Dumenil, 1'acteur de son temps le plus à la
mode, avait précédement appartenu à M de Foucault en qualité de 
cuisinier, d'où Lully l'avait tiré à cause de sa belle voix, pour 
le placer dans son Opéra. Et pour le mettre en état de paraître 
sur le théâtre, il lui paya un maître à danser et un maître de 
musique. Le premier eut tout lieu d'être content de ses soins; 
son écolier était un beau brun, bien fait, et d'une physionomie 
extrêmement noble. Il ne lui manquait que de grâces, ou plutôt 
il ne fut question que de mettre en Qsage celles que la nature 
lui avait données. A l'égard du maître de musique, ses peines 
furent perdues. Duménil fit si peu de progrès dans la musique 
qu'il lui a fallu, pendant tout le temps qu'il a joué, un homme 
pour lui appreiîdre ses rôles note à note. ' The public was not 
inclined to forget his humble origins. At a parody by the Comédie 
italienne called Persée Cüisinier one spectator called out 
(parodying Theone's aria in Phaeton) 'Ah Phaeton, est-il possible 
que vous ayez fait du bouillon?' Pougin sums him up as 'poltron, 
ivrogne et voleur' and quotes the Abbé de Fontenai: 'Il lui
fallait, pendant chaque représentation, quelques bouteilles du 
meilleur vin de Champagne, ce qui l'animoit de manière qu'il etoit 
au troisième acte au-dessus du Dumésny du premier acte.'
His almost comic cowardice is revealed in an incident in 
Burney's biography (closely derived from Laborde) of a later 
singer. Mademoiselle Maupin, who succeeded Le Rochois after Lully's 
death: 'Dumeni (sic), the singer, having affronted her (Maupin),
she put on men's cl(^thes, watched for him in the Place des
1 Madame de Sevigne op. cit. II 88
2 Quoted in Pougin op. cit. p. 316
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Victoires, and insisted on his drawing his sword and fighting 
her, which he refusing, she caned him and took from him his 
watch and snuff box. Next day Dumeni having boasted at the 
opera house, that he had defended himself against three men who 
attempted to rob him, she related the whole story, and produced 
his watch and snuff box in proof of her having caned him for his 
cowardice. Thevenard was nearly treated in the same manner, and 
had no other way of escaping her chastisement, than by publicity 
asking her pardon, after hiding himself at the Palais Royal during 
three weeks.'^
Dumesny made his debut as Triton in the prologue to Isis in 
1677. He sang Alphee in Proserpine in 1680, and from Persée 
onwards, all the major tenor roles were his - Persée, Phaeton, 
Amadis, Medor, Renaud. We can deduce much about his voice from 
examining these roles. The compass is approximately the same as 
the haute-contre range given by Laborde in Ex. 16 but the tessitura 
is consistently and cruelly high. It is at this point that the 
question of relative pitch at various periods in musical history 
becomes important. In my opinion the downward range of the bass 
voice is more representative of constant physical limits than the 
upper register of either soprano or tenor. It is unlikely that 
Lully's bass parts were sung at more than a semitone below the 
pitch which the printed note implies today. Dumeny's voice seems, 
by inference, to have been very high indeed. Additional evidence 
for the stability of pitch is afforded by the music sung by Le 
Rochois: her roles are already mezzo bather than soprano, so
that a substantial downward interpretation of pitch is improbable. 
The haute-contre voice, cultivated in France over a long period, 
may well in the 17th century have involved a mixture of falsetto 
and full voice production. This mixture (which is heard in Paris 
today) is most likely to have occured in the choruses, where the 
second line from the top is given to male haute-contres rather than 
to female contraltos, and where prolonged full voice singing at such 
an extreme register is implausible.
1 Burney op. cit. II p. 471
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The one fact which emerges consistently from all contemporary 
accounts is that Lully made himself responsible for every aspect 
of the performance of his operas. Having disposed of the mere 
completion of his scores to his amanuenses, he apparently delegated 
nothing concerning their performance. His behaviour with the 
orchestra is discussed in Chapter 5. With his singers his work was 
even more detailed, for he„not only taught them the music note 
by note^ but also how to act; 'Quelque exercez que fussent les 
acteurs de Lulli par les operas précédens, lorsqu'ils les chargeoit 
d'un rôle nouveau et difficile il commençoit par leur montrer dans 
sa chambre, avant les répétitions générales. Da cette sorte 
Beaupui jouoit d'après luy le personnage de Protée dans Phaëton;
^ Oqu'il luy avoit montre geste par geste.' And Lully's direction 
did not stop short at singing and acting: 'Quand il en étoit
V 2
besoin, il se mettoit a danser devant ses Danseurs, pour leur 
faire comprendre plutôt ses idées.
IV The tradition of the Académie Royale
Perhaps the most significant evidence of the importance of 
Lully's achievements in creating the Académie lies in its 
continuing influence after his death. Although Du Bos bewailed
c
the loss of the authentic performing tradition the very fact 
that decades after Lully's death people remembered, or claimed to 
remember, the hallmarks of Lully's conducting, and used his 
performances as a standard against which to measure later production, 
testifies to the impact of the Académie on French musical life.
The popularity of the operas themselves was widespread: in the years
immediately following Lully's death they were performed at various 
provincial centres (notably Lyons, Marseilles, and Avignon) and in
1 probably in conjunction with his father-in-law, Lambert
2 Le Cerf op. cit. Ill 208
3 Some of Lully's singers also took part in the operas as dancers. 
Chopelet began his career at the Académie as a dancer, and among the 
women. Desmatins and Moreau both sang and danced.
4 Le Cerf loc. cit.
5 See Chapter 6 p.(fc^
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and in all the principal cities of Europe - Amsterdam, Brussels,
Berlin, Hamburg, London, Modena, Rome, Stuttgart and Vienna.
It was members of Lully's orchestra, musicians like Muffat and
Fischer, who were chiefly instrumental in putting on these
performances. And since the intrinsic quality of the music must
have seemed - outside France - to be at least less than arresting^
Lully's operas must have commanded this expanding audience by
virtue of the style of their performance. Lullian dancing,
Lullian recitative, and above all Lullian orchestral playing -
which constitute the real achievements of the Académie - were
influential to a degree quite inappropriate to the slender
musical material which initiated them. In Paris, the matter as
well as the manner was perpetuated. The majority of the operas
remained in the repertory until the middle of the 18th century,
2 / 3the two longest-living works being Armide and Thesee.
Lully's intention was to create a privilege in perpetuity - 
for his family if not for himself. He made his son-in-law manager 
of the Académie, and ensured that his sons inherited not only all 
his rights as a composer but also the invaluable guidance of 
Colasse as an extra insurance against failure. These arrangements 
had only a limited success. Lully was unable to hand on either 
his musical or his administrative talents: his true heirs were
Rameau and Gluck. However, Lully's adopted nationality was a 
source of profit to him to the end: as a result of the sheer
force of tradition in French artistic conclaves, he was able to 
dominate the Académie Rovale for almost a century after his death 
very nearly as despotically as in his lifetime.
1 compared with the music of the late Baroque period in Italy 
which was in the process of becoming the common European language
2 Revived regularly until 1766
3 Till 1779
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Part Two: Chapter Four
Lully's Style
I Lully's originality 
II Lully's melodic lines 
III Lully's bass lines 
IV Lully's harmony
I Lully's originality
With the majority of composers, any analysis of their style
depends on relating their music to the common language of their
contemporaries, and indicating where it ceases to be normal usage,
and begins to be idiosyncratic. Lully's self-made isolation makes
this procedure less fruitful. At Esterhaza, Haydn bemoaned his
artistic isolation: Lully revelled in his, and errected the
barricades himself. He deliberately stifled rivalry in the field
of opera by the terms of his privilege : many of his contemporaries
were driven into exile^ and those who remained were constrained to
2
write only chamber or sacred vocal music . Lully even took active 
steps to have the king forbid young composers to study in Italy
Once he had, for a combination of extra-musical reasons^, turne 
his back on Italian music, Lully was forced to evolve an intrin­
sically French style, based on the already conservative textures 
and harmonic language of the ballet de cour of the 1640's and 50's. 
This gave an artificially extended lease of life to certain 
archaisms, for from 1672 - 1687 no operas but Lully's were performed 
in Paris. The result of this autocracy was to delay the develop­
ment of tonality in fFrance^ and to hinder the influence of the 
Italian violin idiom which was transforming instrumental music 
elsewhere in Europe at this period.
1 For example, Cambert
2 Lalande, Charpentier
3 Desmarets
4 See Chapter 1 p.
5 Contrast Lully's harmonic vocabulary with that of Cesti or 
Purcell
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It is, then, hard to see Lully's originality as anything 
other than a negative quality, a turning away from all new 
developments which originated in Italy. And yet his influence 
on music of tie late Baroque period was too substantial to be 
discounted in this way. In fact, Lully's originality lay in his 
performing standards rather than his compositions. To have 
created the first orchestra to win a European reputation, and 
a school of dramatic singing whose traditions persisted for a 
century after his death, are not negligible achievements. And 
we must bear them in mind in any discussion of his style. For 
Lully's style was devised to bring about these performing 
standards. Its limitations are closely related to the limitations 
of his performers, and the vocal and instrumental techniques current 
in the late 17th century in France are more relevant to its 
development than any influences from the wider musical scene.
II Lully's melodic line
For Lully, the melodic line was the most expressive aspect 
of all music, and the vocal line, in recitative and aria, the 
chief vehicle for drama in the operas. Le Cerf de la Viéville
describes Lully's method of composition: '.... à la fin, Quinault
se mordoit si bien les doigts, que Lulli agréoit une scène. Lulli
la lisoit, jusqu'a la spavoir presque par coeur: il s'établissoit
à son clavessin, chantoit et rechantoit les paroles, battoit son
clavessin et faisoit une basse continue. Quand il avoit achevé
son chant, il se 1 'imprimeit tellement dans la tête, qu'il ne 
s'y feroit pas mépris d'une note, Lalouette ou Colasse venoient, 
auquels il le dictoit .... Il faisoit de même les symphonies liées 
aux paroles; et dans les jours où Quinault ne lui avoit rien donné, 
c 'étoit aux airs de violon qu'il travailloit.'  ^ As this evidence 
shows, Lully's melodic line was bound up with the human voice from
the instant of its conception. It is above all singable and 
1 Le Cerf op. cit. Ill 198
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expressive. It is intimately related to the words - to the extent 
that there is often no real distinction between aria and 
recitative. Even in the more formal arias of the late operas, 
the structure of the melodic line is shaped by the declamation 
of the words. Lully's melodic line is a flimsy enough medium 
for drama. On occasions when the dramatic situations are 
particularly feeble and repetitious, when the characterisation is 
negligible, and the harmonic underpinning more than usually 
directionless, it can create tedium. But at its best it has an 
inevitability in relation to the words which is wholly effective. 
And it seems an apt idiom in which to present a 17th century 
courtier's views of kingship, immortality, and love.
Lully shared with all composers a feeling for the innate 
expressive quality of certain intervals. Deryck Cooke's The 
Language of Music demonstrates a quite remarkable coincidence of 
agreement among composers about the expressive qualities of each 
linear unit. Within a limited time span this coincidence of 
agreement can be seen as a convention. For composers of the late 
17th century in particular, the progress of major/minor diatonic 
tonality strongly influenced their attitudes to chromatic and 
imperfect intervals. The meldoic interval of the diminished 
5th was the mainstay of their expressive language, but their 
expanding harmonic resources are reflected in intervals of even 
greater tension - the semitone, the diminished 4th and the 
diminished 7th.
Stepwise semitonal movement is a characteristic of early 
Baroque recitative. It reflects and requires a new professionalism 
in singing technique. Lully used it sparingly, reserving it for 
extremes of emotion, and it is more common in his bass lines than 
in a vocal part. In the voice it appears usually as an upward 
movement, often associated with an intolerable augmentation of 
grief :
EX. 17 I '7 ^ ^
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The falling diminished 4th is an interval typical of English 
composers of the middle Baroque. It ds essentially a vocal interval, 
never quite as agonisingly expressive when given to an instrument 
which can effortlessly land on the lower note. Blow and Purcell 
in particular use it to express an introspective grief more often 
found in sacred music than in secular. Lully comes closest to this 
use in the passage quoted in Ex. 76 p.RS’bars 14-15 - a phrase 
which might have come straight out of an English verse anthem, 
other contexts are less intense; Lully seems to relate this mterval 
to the softer concepts of 'amour' (in Cadmus II 4) and 'larmes'
(in Thesee III 1)
Although Lully rarely uses the diminished 7th chord, he 
frequently outlines it in arpeggio form in his recitative. The 
E& C A F pitch is by far the most common and it is invariably 
found in descending form. The contexts are predictable and it is 
always harmonised in the same way:
Ex. 18
E>r 1S Psycha I 2
-m
The chord on the subdominant (II?b) which appears in Ex. 18 
is Lully's most expressive chord: it is interesting to see him
link it with the diminished 7th melody time and again without, 
apparently, seeing the possibility of replacing it with the 
Italian climactic formula, the diminished 7th chord. Lully never 
makes the leap cf a diminished 7th without at least one of the
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intermediate notes of the chord. His melodic line is never 
as acutely drawn as in Italian recitative. Its characteristics • 
a softer, less angular, less tense, less harmonically articulate 
line - have persisted as a recognisable style in French music 
throughout the last 300 years. The minor 9th outlined in Ex. 19 
is softened by an appogiatura. It is a rare melodic figure in 
Lully's music and arises through an extension of the more common 
minor 7th arpeggio.
Ex 19 Roland I 5
Falling diminished 5ths abound; they are the most usual 
expressive device for harsh epithets like 'ingrat' (Phaeton I 3) 
and pain: 'vous souffrez' (Persee II 6), 'plaignez' (Atys I 2),
and inevitably 'helas' (Amadis IV 4 among a hundred comparable 
contexts). Ex. 20 is particularly interesting for the very 
forceful sequence of harmonies with which Lully underlays this 
sequence of diminished 5ths. His personal fingerprint#, the 
minor ^5 chord, is used even more effectively than in Ex. 18 
because of the major chord which here precedes it. It is rare 
in any context for Lully to change the harmony between the end 
of one character's speech and the beginning of another's. So 
within his style this constitutes an amazingly expressive passage
Ex 20
l ï m .
!
I
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Rising augmented 4ths are rare. There is one in Thesee II 1 
where it may be read as expressing Medee's superhuman nature, 
'Pour ne changer qu'une fois.' Lully uses falling perfect 5ths 
as a softer alternative to the falling diminished 5th. They 
are almost invariably associated with tears: 'gemit' (Amadis
IV 1) and 'pleure' (Roland I 2). The rising perfect 5th is always 
used to imply the act of reigning and its appendages - kings and 
queens, thrones and empires, pride and lovers' boasts. Ex. 21 
and 22 demonstrate both a literal and a metaphorical context.
E r  21 ■Roland
_A ^ e  — -—g-
Ex 22 Bellerophon II 2.
0 '
MS Us plcd'^ SU'S MM ^
Among Lully's remaining expressive intervals, the minor 6th 
(usually descending) is frequently employed in forceful contexts 
'barbareI' (Atys V 4), 'laisser tonner les dieux jaloux'
(Phaëton II 1), 'l'injuste violence' (Amadis IV 6). The minor 
7th is rare. Ex. 23 shows it in a phrase where the emphatic 
enunciation of the word 'jamais' and the logical movement of the 
melodic line are equal factors in promoting its use.
!
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The rising leap of the octave is seldom found. There is a highly 
dramatic use of this interval in Amadis III 3; 'On vient me 
livrer ma victime. Meurs!' The octave between the last 
syllable of 'victime' and 'meurs' portrays Arcabonne's raised 
sacrificial knife - and the rest which follows the upper note 
is as expressive as the interval itself, depicting the frozen 
action as Arcabonne pauses in recognising Amadis.
Lully uses expressive intervals (intervals which are 
chromatic or imperfect or which form strong leaps) not merely 
to declaim effectively the words to which they are set; they 
also play their part in his scheme of characterisation, they 
parallel action on the stage, and they visually mirror the 
meaning of the words. Word painting which can seem incredibly 
naïve and even crude to a 20th century audience, was highly 
regarded in 17th century aesthetics. 'Abymes' (Psyché^IV 1),
'tomber' (Phaeton 18), 'eleve' (Be11erophon I 5) obviously 
ask to be set to falling or rising intervals: Ex. 24 demonstrates
what 17th century composers considered an apt setting of a 
dramatic text. Le Cerf^ makes word painting one of the rules by 
which one can judge a composition: he even CDndemns Lully for
setting the word 'comble' to a low note in Act I of Acis et 
Galathee.
Ex 24' Proserpine
In addition to intervallic word painting, florid passages 
were de rigueur for words like 'tonnerre', 'triomphe', 'chaines'.
Ex, 25 illustrates this - and also shows the mediocrity of Lully's
roulades, particularly if we compare them with Purcell's. There
is little sense of direction or movement, and the dotted rhythm is 
stereotyped for the setting of this particular word.
1 Le Cerf op, cit. Ill 187 & 275-278
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ïr 25 Roland ï 6;'
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Lully's reluctance to use sequence accounts for the poverty of 
many of his florid passages. In Ex. 5 quoted in Chapter one, 
sequence is shown to be an Italian characteristic. French music 
acuses Italian music specifically of employing 'fr/dons 
ennuyeux' - which Lully sets to sequential roulades strongly 
reminiscent of Cavalli. In his reaction against the Italian 
idiom Lully put himself in the position of having to avoid 
sequence, and indeed of having to avoid all melodic shapes which 
owed more to instrumental patterns than to an interpretation of 
the words.
Although Lully rarely uses sequence to give coherence to his 
melismatic passages, and it is not frequently found in the 
instrumental music, he does in fact reserve it for some of the 
strongest dramatic utterances in his recitative. For this reason, 
almost every example of sequence in his work is an ascending one. 
Like the rising chromaticism, it is a device to augment whatever 
is expressed in the initial phrase. Ex. 26 is one of the most 
memorable examples of sequence. Its rhythm is derived entirely 
from the declamation of the words, and its vehemence expresses 
the hidden violence in Roland's character which is only revealed 
in his madness.
26 Roland,. :
û,%' tif tnfwt' MCd-M. )
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In deriving his vocal line from an expressive setting of 
individual words rather than an instrumental idiom, Lully's 
melodic style is at times abrupt. He gives his singers leaps 
which would not have appeared in the upper parts of his 
instrumental music. In contrast to the 18th century practice 
of making the voice imitate the wide leaps of violin music, 
Lully's vocal leaps derive solely from his interpretation of the 
words. Although many of his consecutive leaps form arpeggios, 
he also tends to use successions of perfect 4ths:
Bellerophon I 4
Ex. 28 shows a more felicitous use of vocal leaps, situating 
them effectively in the context of a static melodic line. All 
word painting imposes artificial limits on a melodic line but 
Lully's style can be seen to be at once contrived and highly 
expressive.
i Ex 28 Bolpnd I 2.
;— — 4
ir,
At every turn, Lully carefully distinguishes his style 
franci^s from the prevailing language of Italian opera, and 
nowhere is this more true than in his use of ornaments. Lully
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uses ornaments sparingly, writing them into the parts and
violently abusing singers who added them on their own initiative.^
The ornaments printed in the first editions of ihe scores
(indicated either by a 't ' over a note or an 'x* over or
immediately in front of a note) are almost certainly only a
small part of those written into the performing editions. From
these, however, we can deduce that Lully only ornamented his
melodic line to give it added expressive force. Of this phrase -
Ex. 29 “ Rameau, perhaps the most scrupulous analyst of Lully's
style, wrote; 'Le tril fait beaute dans notre Musique surtout
dans le cas present, il ajoûte de la force au mot 'puissance'
sur lequel porte tout le sens du vers .... Armide s'applaudit
ici d'avoir Renaud en sa puissance, et pour y exprimer son
triomphe, rien n'est mieux imagine^ que le tril qu'elle y
eeaqploie: tril justement semblable à celui des trompettes dans
2
les chants de Victoire.'
Sx .29 àllMS. ï" "
r— r   — ”— y"—p— r
èn. , il esreM m»
Other trills express hate (Bell^ophon III) . fear 
(Proserpine I 4) and ambition (Phaèton II 1). Appogiaturas are 
associated with love and pleading (Roland I 2) . They also generate 
a characteristic rhythm J cT which occurs in the contexts of 
love and pleading whether or not the notes indicate a written 
out appogiatura:
Alceste II 8 : f  1. f
Av noM A-t \jot - re € - I poujc
- a rhythm which is defined as essentially French in the 
Dialogue quoted in Ex. 5:
1 Le Cerf op. cit. Ill 187
2 Quoted in Eugene Borrel, Lully, Paris 1949 p. 41
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The scores available to us are too incomplete for a proper
study of Lully's ornaments. Although ms editions of most of 
the operas abound^ there are none which can definitely be 
recognised as performing editions in use in Lully's lifetime. 
Surviving orchestral parts are equally difficult to date and in 
any case are remarkably bare. It seems likely that Lully
scrupulously ornamented vocal-line-only copies from which his
singers studied their parts - but we have no proof that such 
copies existed. Certainly none has survived.
Ill Lully's bass lines
Lully's bass lines reflect his franco-italian stylistic 
dichotomy as clearly as any other aspect of his style., Turning 
back to the crucial Dialogue (Ex. 5) on p. we can see the 
difference defined; the strong bass which underlies the opening 
phrase disintegrates melodically and rhythmically at the entry 
of the musique française. The bass of Ex. 34 on p.lOiis another 
example of an essentially French bass. It is not totally 
ineffectual in implying the harmonisation - but it is ungainly, 
and difficult to hear as a line. It also changes its function 
halfway through and from offering sketchy and distant support 
to the upper parts, it attempts a brief phrase of imitation^, 
before relapsing into a basic harmonic cliche'^
Lully, however, writes many strong, articulate bass lines 
in his operas. The most self-sufficient occur as the continue 
links, brief passages of 2 - 16 bars which join scenes, effect 
modulations between ritournelles and subsequent recitative, or 
give time for essential action on the stage. These are always
1 See Chapter 5 and Part Three
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given in the printed and engraved scores as a single basse- 
continue line, though no doubt with Lully's formidable battery 
of continuo instruments they could have been given as quite 
elaborate miniatures. In any case, Lully gives these continuo 
passages a bass to dominate any upper part additions and they 
are by far the most interesting bass parts in the operas. The 
bass lines of the arias are rarely as rhythmic or as harmonically 
inevitable as this.
~g— f'
Any florid movement in the aria's vocal line usually 
produces a stolid row of minims and semibreves in the bass, 
barely distinguishable from the bass line of recitative. However 
in a number of arias Lully relates the bass closely to the 
melodic line, forging rhythmic imitation -
J
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and even melodic'
((-to fVU
Apart from these aria beginnings and the continuo links, 
a. flowing bass line in Lully's operas is always associated with 
word painting. As with the subdominant modulation for the word 
doux^, quavers in the bass under a sustained note in the voice 
part are all but obligatory to illustrate the words paix, 
tranquille, eternelie etc. Here again, Lully's deliberate 
avoidance of sequence makes for a clumsy, halting line.
A commonplace in the idiom of bass parts in the Baroque 
period is the chromatically descending tetrachord. In Italian 
music it is chiefly associated with chaconnes and passacaglias 
and formal laments.^ Lully uses descending chromatic movement 
informally in passages of recitative - which he regarded as a 
more serious medium than the metrical forms of regular ground 
bass movements:
%% 32 Persee II 4
It v(i tU- nr DeiS'j'w
.
1 As it was Lully's aim to have a high degree of continuity 
between recitative and aria, at the beginning of an aria the 
voice often enters over a flowing bass whether or not this is 
melodically related to the vocal line: see 'Que tout 1 'univers , 
Isis I 5.
2 See p. \\\
3 Lully, however, does not build his Important laments over 
strictly repeating grounds - see Psyche I 2 and Isis III 6
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Lully's rising chromatic basses are almost invariably connected 
with rising melodic sequences. It is difficult to separate 
this pattern from a feeling of mounting excitement particularly 
at a revelation of unhoped-for love:
'Qu*entends-je ? 0 Cieux!
Belle PrincesseI Que vois-je?
Vous versez des pleurs?' Persee II 6
IV Lully's harmony
In his harmonie style, Lully is as deliberately isolationist 
as in any aspect of his operas. When the rest of Europe was far 
advanced along the road to major-minor tonality, key systems which 
gave a high priority to the attraction of the dominant and the 
relative major/minor, and the logic of circle of fifths progress­
ions, Lully seems to have deliberately turned his back on the 
'modern' harmonic vocabulary of his early ballets and sought 
instead a style strongly influenced by the modes, and arbitrary 
in its progressions and modulations. The examples, Ex. 33 and 
Ex. 34, demonstrate the dichotomy.
-  l o i  -
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The minuet from Les Amants Magnifiques is typically Italian in 
its logic of melody and clarity of harmony. The melody is 
perhaps Lully's most famous: it appears in several of his
ballets and has become associated with Le Bourgeois Gentilhomme 
Lully introduced the minuet into the context of courtly dances 
and made his reputation as an improviser and composer of the 
dance.^ I quote this example for its strongly diatonic flavour 
and the inevitability of the harmony, but Ex. 2 quoted in 
Chapter One, is very comparable. Ex. 34 is taken from the 
Prologue of Thesee, composed five years after Ex. 33 (and 21 
years after Ex. 2). It might have been written a hundred years 
earlier.
1 Le Cerf op. cit. Ill 114
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In order to appreciate Lully's concept of opera it is necessary 
to realise that he deliberately turned from the style of Ex. 33 
to the style of Ex. 34, and that the motivating force which caused 
him to turn was a desire to conform to traditional French 
musical voca.bulary. That he eventually developed and extended 
this vocabulary was inevitable, given the fact that his starting 
point was not Ex. 34 but Ex. 33. Thus Lully's modal style is 
never 'pure' but intermingled with the diatonic and even chromatic 
styles common to all 17th century composers.
The crux of 17th century harmony, and the feature which 
separates it from earlier styles, is the use of seventh chords, 
dominant and diminished in particular. Lully does not make 
great use of dominant seventh 'root position' chords. His most 
powerful forward moving impulse is the | chord (V^  c). This 
appears characteristically at the beginning of movements, 
particularly arias, and often derives from a suspension in the bass 
Lully uses this sound to clinch an abrupt modulation - often one 
of his frequent fleeting modulations to the subdominant, Ex. 35
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In places where a  ^chord on the leading note (V^  b) might be 
expected, Lully tends to use a root position diminished chord. 
There are many of these, and I am notesure how far one can trust 
the figures to preclude a  ^chord in this context. If the 
figures are accurate, then this is a most characteristic sound:
E% 36 iKis
td‘' k5^
The diminished seventh chord is very rare indeed in Lully's 
writing. I have found less than a dozen examples.^ Apart from 
the fact that it is a quite astoundingly beautiful passage, an 
interesting aspect of Ex. 37 is that the diminished seventh arises 
naturally out of the movement of treble and bass : the chromatically 
decorated repetition of the descending tetrachord in the bass and 
the suspended in the treble.
1 I must stress my doubts, however, as to the completeness of 
the figured bass.
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In Ex. 38 it is used more arbitrarily, for the sake of its tone 
colour. Since Armide is a late work, Lully may have been moving
towards a colouristic use of the chord similar to his use of
6i:
5 
b
Ex 38 Arric! e
On the whole Lully rarely used chords for the sake of their tone
colour; the occasions on which he selects a harmonic colouring to 
express the words are at the most infrequent and in fact rarely 
provable.
1 See p.
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However this chord  ^ is Lully's personal fingerprint in contexts 
of great dramatic expression. In Ex 20 (p.9| ) he seems to use 
it primarily for its colour, combining it with a major/minor 
juxtaposition and with a rising melodic sequence for maximum effect 
In Ex. 39 it can be shown to arise logically from the implied 
E^ - D movement of the continuo realisation though it is also 
a context of specifically dark and tragic content.
Sir'39 ^ Persee V  ' 1 .
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Lully often uses this chord in a minor key to make the major 
chord on the dominant more forceful. Much of Lully's recitative 
is in minor keys and in the early operas particularly he turns 
the majority of his cadences onto the tonic major - a disorien­
tating and ultimately irritating practice which is less frequent 
in the operas after Isis. This tonic major in a minor key 
passage has the effect of lessening the essentially major impact 
of the dominant chord. In order to emphasize his dominants Lully 
tends to approach them by at least a subdominant seventh if not 
an inverted supertonic seventh. (Lully's fondness for root 
position diminished chords seems limited to their appearance on 
the leading note.) It is this inverted supertonic seventh that 
Lully invariably uses to harmonise melodic diminished sarenths 
(Ex. 18 p.^0). He may well have regarded it as a more fluid chord 
than the diminished seventh, more inevitable in its resolution, 
and less likely to hold up the essential speed of his recitative 
style.
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Surprise plays a small part in Lully's harmonic plan.
Ex. 75 (Chapter 6) bar 9, shows the usual absence of any contri­
bution by the harmony to the portrayal of a shock situation. 
There are a few occasions on which Lully changes a chord for 
reasons connected with events on stage. In Ex. 40 he may be 
said to change it a couple of beats late, but the idea of using 
harmonic change to express surprise is certainly present. Iti 
possible that an earlier chord shift would have been obscured 
by the sound of moving scenery.
Ex:40 Pheeton III 4,
0
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There is, however, no trace of the early 17th century feeling 
for the intrinsic surprise value of chords. Bukofzer defines 
the predicament of mid-century composers in general and Lully 
in particular, stating that Lully's harmony is 'as free from the 
pretonal ventures of the early baroque style as from the rich 
tonal resources of the late baroque s t y l e . H o w e v e r  the opinions 
cf Lully's contemporaries should perhaps carry more weight.
'Lulli se met au-dessus (des regies) de tems en tems. On le ^ 
lui a reproché; il n'en fait que rire, et quand il s est trouve 
des rencontres où les rèsgles communes de la composition gênoient
1 Music in the Baroque Era New York 1947 p. 160
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et emprissonnoient son genie, il les a laissées là, pour 
courir après certaines grandes beautees qu*elles 1 *empâchoient 
d'attraper.'^  One would, however, have welcomed examples. The 
'grandes beautees' of Lully's music do not seem to have much to 
do with his harmonic freedom. In a bizarre pamphlet, 'Lettre 
de Clement Marot à Monsieur de Senece touchant ce qui s'est 
passe'à 1'arrivée de J. B. Lully aux Champs Elysèes'^ Lully 
is accused by Orlando di Lasso of improperly resolved and 
unprepared sevenths. I have found very few unprepared sevenths 
in Lully's work. Ex. 41 is typical of these few; the melodic 
movement is smooth, and the offending E in the second bar could 
well be regarded as an appogiatura.
41 Cadmus I 3
par à ü
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As for improperly resolved suspended sevenths, one of the most 
complex passages relevant to this 'rule' is Ex. 42 where over­
lapping cambiata figures give the effect cf upward resolutions, 
though the behaviour of the parts is perfectly 'proper'.
1 r  I r  I
G ? ^
1 Le Cerf op. cit. II 44.
2 Bauderon de Senece, Cologne 1688
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In his pursuit of a definitively French harmonic style 
Lully chose to adopt deliberate archaisms to distinguish his 
French music from his Italian works. Examples 33 and 34 are 
remarkable only for their chronology. Modal influences can 
be discerned in many passages in the operas. Ex. 34 opens 
in the dorian mode ; much of Lully’s minor tonality in the operas 
can be shown to have dorian influences (raised sixth with flattened 
seventh). His major key writing courts the mixolydian mode,
particularly for the opening phrase of a piece:
45 Bellerophcm Prologue,
%
This modal feel, or subdominant turn of phrase, mostly occurs in 
instrumental numbers. The flattened seventh is particularly 
associated with dance movements, though arias do sometimes contain 
an actual modulation to the subdominant in their opening phrases.^
Even when Lully is writing within a modern major/minor key 
system, his key relationships are sometimes arbitrary and 
experimental, closer to the style of much earlier Italian baroque 
music than to that of his contemporaries, Cesti and Carissimi.
He shares with all mid 17th century composers a feeling for the 
equivalence and interchangeability of the tonic major and minor. 
Lully uses direct major to minor changes as part of a scheme of 
modulation, but usually places the change of mode at a dramatic 
moment:
1 See Ex. 74 p . 192 where Lully runs the risk of making the piece 
sound as if it ends in the dominant.
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His abrupt changes to the major are similarly effective. 
Although the turn to the major key at phrase endings is a 
commonplace of the early operas, this does not conceal from 
Lully the dramatic effect of a sudden major following its tonic 
minor :
Be]1erophon I 1
— *—— r——™- Y—  jrpf---- —*■ Y§'-------_
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This feeling of parity between major and minor modes produces 
the typically 17th century effect of ’false relation': the final
tonic chord being major and therefore conflicting with the flat 
mediant in the penultimate bar. Lully occasionally shows that
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he is aware of the dramatic potential of this device. In Thesee 
V 4 (Ex. 11 p . t Z  )f Egée,  on the point of poisoning These'e, 
recognises his own sword, token of his fatherhood, in Thesee's 
hands: 'Que vois-je? Quelle êpœ? ' The conjunction of a C natural 
in the voice part with a in the bass adds considerably to the 
rising tension. More often, however, false relation is a routine 
occurence at a cadence where Lully turns to the major. Given the 
Baroque composer's view of the interchangeability of major and 
minor, there is nothing 'false' about such a passage as Ex. 46.
The process is created here by Lully's melodic characteristic of 
anticipation at the cadence.
Ex 46 Thésée IV 1,
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Cadential anticipation, incidentally, causes some cruder 
superimpositions cf notes than in Ex. 46. Ex. 47 demonstrates 
a brief simultaneous sounding of C-D-E-F. This blunt sound is 
characteristic of Lully's cadences. His cavalier treatment of 
passing notes produces some odd treble and bass relationships.
Ex 47 Cadmus V 3:
I
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Ex. 48 shows Lully in mid stream again, between harmonic 
considerations and contrapuntal ones.
ÊX 48 Atys II 1.
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The examples in which contrapuntal logic prevails are all from 
the early works. They are perceptibly less frequent in the later 
operas. Lully's actual harmonic vocabulary scarcely develops 
during the operas, but the ineffectual passages, the purposeless 
progressions, the cruder collisions all tend to disappear. The 
textures of Amadis, Roland and Armide could be described as mellow 
by comparison with the early works, and the total impact of Lully's 
tonality seems enriched, not weakened, by the modal colouring, in 
these operas.
Lully's scheme of modulation in recitative and aria is 
controlled by a simple verbal interpretation of the subdominant 
and dominant key centres. At the mention of 'guerre', 'armes', 
'venger', 'gloire' the music moves to the dominant (or to tie major, 
or both). Just as inevitably, at the words 'doux', 'paix*, 
'soupire' 'amour' the music turns to the subdominant (or minor, or 
both). And as Quinault provided vastly more lines dealing with 
the latter phenomena than the former, Lully's vocal music is 
characterised by a continual flattening and lowering of tension - 
so much so that it is surprising to find that he moved to keys 
no more extreme than four flats. Ex. 49 illustrates the process.
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It is particularly to be found in the prologues, where the rival 
attractions of Mars and Venus are dealt with in detail. Initially, 
it was a melodic device but in the later operas Lully uses the 
relationships of the keys themselves to express comparable 
psychological contrasts. Perhaps they are nowhere as compressed 
as in this passage of Armide’s indecision. Le Cerf  ^describes 
an audience held breathless night after night as Armide attempted 
to kill the sleeping Renaud. The swift sequence of modulating 
cadences moves towards sharp keys for 'Achevons' and 'Vengeons nous' 
and flat keys for 'je frémis' and 'je soupire'. It is the logical 
development of Ex. 49 but a much intensified development of it.
Apart from contrasting keys, Lully also uses the different 
registers of Le Rochois' voice, and probably contrasted a fierce 
trill on 'vengeons nous' with a soft appogiatura on 'soupire'.
II 5
1 Le Cerf op. cit. Ill 302
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The individuality of Lully's style lies not in development 
but in eclecticism. Faced with the threatened domination of 
French music by Italian composers and singers, he evolved a style 
which set out to do little more than avoid Italianisme.
Obsession with this avoidance robs Lully's music of flowing 
melodies. His harmony is characterised by negative qualities and, 
from the Italian point of view, missed opportunities. In combat­
ting the Italian influence he did not range into the future but 
sought inspiration in the past. The result was, however, the 
creation of an enormously influential musical language. Lully, 
without ever actually doing anything for the first time, achieved 
an alternative musical technique which made a lasting contribution 
to French music in successive centuries.
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Part Two; Chapter Five
The Instrumental Music
I The Sources 
II Lully's Orchestra 
III The Music - a) Overture
b) Dance
/
c) Ritournelle and Prelude
I The Sources
In discussing the sources of the text of Lully's operas the
first problem we encounter is the absence of any manuscript copies
in Lully's own hand. It is even possible that these never
existed. The accounts we have of his method of composition^
imply that Lully composed at the keyboard and dictated the music
to his secretaries who then played an important part in producing
the completed version of the opera. Almost certainly much has
been lost. There is no trace of the fair copies compiled by
Lalouette and Colasse; and it seems improbable that a composer,
who, as conductor, made frequent references to the authority of
2the written score would have played a negligible part in the 
preparation of the manuscript.
1 Chapter 4 p .8 8
2 'Lulli connoissant bien (Lambert) pour le chanteur le plus 
agreable qui fut jamais, lui envoyoit toutes ses Actrices, afin 
qu'il leur aprêt cette propreté du chant .... Lambert leur faisoit 
de tems en tems couler un petit agrément dans le récitatif de 
Lulli, et les Actrices hazardoient de faire passer ces embellisse- 
mens aux répétitions. "Morbleu Mademoiselle," disoit Lulli, se 
servant quelque fois d'un terme moins poli que celui-là, et se 
levant fougueux de sa chaise; "Il n'y a pas comme cela dans votre 
papier, et ventrebleu, point de broderie; mon récitatif n'est 
fait que pour parler, je veux qu'il soit tout uni." "Le Cerf op. 
cit. III 187-8
Also - 'Pour son orchestre vous aurez peut-être ouï dire qu'il 
avoit l'oreille si fine que du fond du Théâtre il dêmâikoit un 
violon qui jouoit faux, il accouroit et lui disoit, "C'est toi, 
il n'y a pas cela dans ta partie."' Ibid III 208
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There are, however, a number of early printed and engraved 
editions of the operas, of varying authority. The most valuable 
series is the publication by Ballard of all the operas from 
Bellerophon (1679) to Armide (1686) in the year of first 
performance. These editions must have been prepared and corrected 
by Lully himself, and they constitute the closest contact we are 
able to make with the composer's intentions. The five earlier 
operas, Cadmus, Alceste, Thesee, Atys and Isis, were not 
published until after Lully's death and there are a few instances 
of wide discrepancies between manuscript copies and the printed 
scores.^
The Ballard editions of 1679-86 are all full scores - in 
that the instrumental numbers are given on five, six or seven 
staves with a line each for dessus de violon fusing the
^  gl clefpj
haute contre, taille and quinte de violon (the three viola lines 
written o n ---------------------- — — —  respectively) , and
1—
the basse de violon(f4). There is usually a separate but identical 
line for the basse continue. There are two gl staves whenever 
divisi violin parts or flute or trumpet lines are used. There 
are sparse indications of instrumentation.
The next most valuable published scores are the short scores 
engraved by Henri de Baussen between 1708 and 1711. Baussen 
engraved eight of the operas. He normally gives dessus and basse 
lines only of five part music, but states the three part movements 
in full, and indicates, usually on separate staves, any divisi 
writing in the dessus line. In fact these scores contain all that 
according to Le Cerf, Lully actually composed. The occasional 
references to instrumentation confirm the Ballard scores and 
Baussen gives some dynamic markings which are not in the earlier 
printed scores.
1 The source material available is listed in Chapter 9.
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In addition to the Ballard first editions and the Baussen 
engravings, there are subsequent publications, some in full, 
some in reduced score, by Ballard (as late as 1738 in the case 
of Phaeton). These are more useful in testifying to the prolonged 
popularity of the operas in the repertory than in providing 
source material. A few operas were printed in Amsterdam in 
the early 18th century.
Manuscript editions of the operas also exist.^ Some are 
bound in with a printed title page by Ballard, and were probably 
made by his official copyists and sold, like the libretti, at 
the door of the Académie. Others are written in a less austere 
hand, and bound more lavishly with coats of arms decorating the 
leather covers, and seem to be produced for the libraries of 
Lully's more illustrious admirers. I have not found any manu­
script edition which appears beyond dispute to be designed for 
use in an actual performance. On the whole the manuscripts tell 
us much less than tie printed or engraved scores. The most 
common differences between the manuscript editions and the 
printed scores are rhythmic variations in the vocal line, where 
the printed score appears to give a more accurate idea of the 
performed version. For example, in I 1 of Cadmus, the Ballard 
score of 1719 has ^
e> c
p^j -
where a manuscript score (Vm^ 6 in the Bibliothèque Nationale)
h 1 J f  r 1 J J J J J©
Differences of rhythm in instrumental numbers also occur. Again 
in Cadmus, the ritournelle in scene 5 of the prologue is written 
as equal quavers in the manuscript score quoted above: the printed
score has the dotted rhythm we would in any case deduce for this 
movement.
1 Listed in Chapter 9.
h I 1^ I 1 /«» o '  o o
l a \)oix d^S O y - seaux nous ap-o '
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Then there is generally less instrumentation in the
manuscript scores. Occasionally the two types of sources
2
conflict. The manuscript score of Isis (Vm 33) implies that 
the first trumpets double the first violins throughout scene 
1 of the prologue. The printed score of 1719 carefully 
contradicts this in the choral sections, with violons on 
the dessus line.
There are no stage directions in the manuscript scores;
dances which are designated 'premier air pour .....' in the
printed score are identified by type alone in the manuscripts. 
For example, 'Entrée pour la Jeunesse' in II 6 of Isis (Ballard 
1719) is 'Menuet' in Vm^ 33 - similarly the 'troisième air' in
III 6 . The lack of stage or performance directions can be 
misleading. At the end of Isis V 3 the printed score directs: 
'On finit par la reprise du Choeur, Isis est immortelle, p 271, 
jusqu'au mot fin.' The manuscript score contains no word 'fin' 
and indeed no verbal legend at all - presenting an inaccurate 
impression of the structure of the last scene. The manuscript 
scores also tend to omit directions for the entr'acte, always
a dance taken from earlier in the opera. They do, very 
occasionally though, include performance directions which are 
not in the printed score: the 'premier air des Parques' in Isis
IV 6 is described in Vm^ 33 as 'fort vite'.
Variants of actual material are surprisingly infrequent.
The problem scene in Alceste is discussed in Chapter 9, with
all the versions tabulated. But discrepancy on this scale is
unique to Alceste, which was revived frequently and published 
late. The few disagreements in Cadmus III 6-7 are more typical 
of the differences between manuscript and printed scores, and 
even this degree of variation is found only rarely:
1) After the High Priest's recitative, '0 Mars impitoyable ....
au milieu des hasards?' -
2
Ballard 1719 has two bars of chorus: '0 Mars, 0 Mars.' Vm 6 
has the same + a reprise of the 11 bar chorus, 'Mars redoutable. ,1
1 The useful early part book for basse continue in the Bibliothè­
que le l'Arsënal (Musique 879) agrees with the longer ms version 
of these scenes.
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2) After the next recitative, 'Que le tumulte ..... retentissent 
de toutes parts.' -
1719: the same two bars + a 5 bar svmohonie + a final cry of
'O Mars.'
2
Vm 6 : the two bars + the 11 bar chorus as in 1), then the
symphonie and final '0 Mars.'.
3) After the recitative 'Qu' on fasse approcher let victime .... 
doux regards.' -
1719: the same two bars.
2
Vm 6 : the two bars + th
final 'O Mars' as in 2) except for a lengthened last note.
e 11 bar chorus + the symphonie + the
Part books are usually a valuable source of authentic 
information. Unfortunately, in the case of Lully's operas, 
they are almost incredibly few. And of these few, an even
smaller number seem designed for use in complete performances of
the operas. The Bibliothèque Nationale has three books of
instrumental parts which contain the instrumental numbers of all
the operas and which appear to date from the late 17th and early 
18th centuries. Of these, Vm^ 5 is typical of a volume not 
designed to be used in a normal performance. It is a comprehensive 
collection of the dessuè^SS all the operas and many ballets 
(it contains some second dessus parts, particularly of the three 
part movements). It is decorated with full-page pictures of 
instrumentalists, and the text itself is illuminated by pictorial 
clefs depicting, for example, 'Divinitez infernalles' in Persee, 
and 'Les Quatre Vents' in Le Temple de l'Amour. A comparison 
with the contents of the first printed editions of the scores, 
however, reveals that the material is assembled in a quite 
arbitrary order which surely precludes its use in regular 
performances. This table of the instrumental movements in Atys 
indicates the scale of the discrepancy:
Ballard 1689 -119- Vm^ 5
Prolofflie
1 Overture 1
2 Ses justes loix (chorus) 4
3 Air pour les Nymphes 8
4 Rien ne peut 1*arrester (chorus) 5
5 Air pour la suite de Flore 14
6 Prélude pour Melpomene 18
7 Air pour la Suite de Melpomene 38
8 Ritournelle 3
9 Préparez de nouvelles Testes (chorus) 6
10 Menuet 15
Act I
11 Ritournelle 7
12 Vous veillez (aria) 21
13 Commentons nos jeux (chorus) 24
14 Entrée des Phrygiens 3^
15 2nd Air pour les Phrygiens 37
16 Cybele sur son char 40
17 Nous devons nous animer (chorus) 41
Act II
18 Ritournelle 22
19 Prélude 12
20 célébrons la gloire (chorus) 25
21 Entrée des Nations 13
22 « » Zéphirs 11
23 Que devant vous tous (chorus) 9
Act in
24 Ritournelle 23
25 Ritournelle • 26
26 Le Sommeil 2
27 Entrée des songes agréables 10
28 Entrée des songes funestes 45
29 2nd air ” ” " 46
30 Ritournelle 27
Act IV
31 Prélude 17
32 Ritournelle 28
33 l«e Pleuve Sangar 47
34 Trio des flûtes 20
35 Menuet 44
36 D'une constance extrême 39
37 Gavotte 42
38 Un grand calme (chorus) 43
Act V
39 Ritournelle 29
40 Prélude 19
41 Ritournelle 30
42 Ah quelle douleur (chorus) 31
43 Entrée des Nymphes 32
44 1% Entrée des coribantes 33
45 2 " " " 34
46 Que le malheur d'Atys (chorus) 35
not existing Menuet 16
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Vm^ 5 contains a complete set of dessus parts for some 
movements. For example the Entree des zéphirs (number 22 in the 
score)t which is called in the part book Les Mores Escos, is given 
in two versions: one - presumably for the first oboe - has the
whole of the top line, marked 'fort' and 'doux' at four bar 
intervals; the other - for the dessus de violon - has rests 
corresponding to the 'doux' bars. Some changes of name are in 
themselves revealing. The Entree des Nymphes (number 43 in the 
score) is apparently written for strings only on the evidence of 
the printed edition, but in Vm^ 5 it is headed Premier Air pour 
les Flushes. It seems likely -that Vm^ 5 was prepared either 
for an 18th century revival of Atys so remote from the original 
score as to constitute a pastiche - or, more probably, it is a 
record of an amateur entertainment based on Atys for private and 
amateur performance by players who had leisure to appreciate the 
artistic quality of the manuscript.
Of the two Other complete part books in the Bibliothèque 
Nationale Vm^ 3185^^^ is also for dessus de violon, and Vm^
3 1 8 5 for basse de violon. These books contain much of the 
instrumental music of each opera - for example the basse part 
contains 33 out of the 46 instrumental numbers of Atys and these 
are largely in the correct order according to the earliest 
printed score. Most of the omissions comprise the three part 
ritournelles - for example in Atys numbers 8 , 18, 24, 25, 30, 32 
and 39 are missing. These omissions constitute tentative evidence 
for the division of material between Grands Violons and Petit 
Choeur, these part books providing material assigned to the 
large orchestra only.
There are a few other part books in the Bibliothèque-Natienale 
which give dessus or basse parts for one or two operas only.
They do not add substantially to the evidence. Much the most 
valuable volume among the part books is in the Bibliothèque de 
l'Arsénal .^ This contains the basse continue part of all of 
the operas and some ballets. Definitely a performance edition, 
it contains every bar of each work: ritournelles and airs.
1 Reserve Musique 879
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choruses and recitative. It is unique among the part books in
that the first of the three volumes (particularly the pages
devoted to Cadmus, Atys and Bellérophon which are the first
three works given) shows clear signs of use. There are a few
stains of candle grease and the pages are somewhat dog earred.
It contains all the necessary verbal directions for the entr'
actes and the reprises of choruses. All the recitative and
some of the instrumental movements are fully figured. As a
source it is useful in confirming some early manuscript versions
of the operas - for example in Cadmus III 6-7 discussed above.
Mus 879 gives the extended version of the '0 Mars' chorus that
2we found in the manuscript Vm 6 . And the directions at the 
close of the fifth act of Armide reveal the inaccuracy of the 
first printed edition, which calls for the wrong Prelude to be 
repeated.
The British Museum contains part books published in 
Amsterdam by Heus in the 1680's and Etienne Roger in the 1720's.
These contain inner parts : Heus's books provide for dessus,
taille, and basse de violon; Roger gives a second dessus in 
addition. These appear to be copied from the printed scores 
since they include almost no information which does not appear 
in the scores. They give only a selection of orchestral numbers, 
including some choruses but omitting many dances and preludes. 
There is some displacement of numbers, though nothing on so
serious a scale as to preclude the use of these books in 
performance.
The scores, manuscript and printed, and the part books leave
many gaps in our knowledge of Lully's intentions. A third source
of information is the libretti. These were printed by Ballard^
for each fresh production, often including a cast list, since
2
they doubled as programmes. The most useful libretti are those 
which mention instrumentalists by name: for example Ballard's
libretto for the first production of Atys in 1676 helps us to 
orchestrate the Entrée des Zephirs (II 4) mentioned above.
1 With the exception of Alceste which was pirated by Baudry and 
involved Lully in a lawsuit for breach^of privilège.
2 The collected edition of Quinault's libretti published in 1703 
is very much less valuable since it includes no cast lists and 
far fewer instrumental directions.
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The printed score of 1689 shows episodes written for a trio 
consisting of two gl clefs and an alto instrument with the lowest 
note
/ «
The libretto at this point reads, 'Huit zephirs jouants du
y I
Hautbois et des Cromornes dans la Gloire: cinq zephirs jouants
du Hautbois: Les Sieurs Louis Hottere, Collin Hotterre (sic^),
Jeannot Hottere, Jean Hottere, et Nicolas Hottere. Trois 
Cromornes, jouants dans la Gloire: Philidor l'aisne,
Philidor cadet et Plumet.'
The libretti are also useful in defining the exact 
proportions of larger ensembles. In Ballard's libretto for the 
first production of Thesee (1675) the members of the Suite des 
Dieux in V 8 are specified:
'Six flutes, Philbert, Descotteaux, Louis Hottere,
Colin Hottere, Jeannot Hottere, Jean Hottere. 
Deux Basses de Violon, Body, La Piere 
Deux Theorbes, Dupre, Grenerin.
Quartre Trompettes, Duptd^ , Charvilhac, La Plaine, Barberay
Cinq o/esses c h a n t a n t e s ) semi-chorus)
Quatre Dieux chantants J
26 Musiciens de la Suite des Dieux.' (the full chorus)
These immensely valuable lists only deal, of course, with
musicians who appear on stage. The exact composition of Lully's
orchestra in the pit has never been discovered. The earliest
2list of instrumentalists dates from 1713. At this period 
Lully's operas still dominated the repertoire so we have some 
grounds to hope that the proportions, if not the actual numbers 
listed, represent conditions in the 1680's:
1 The Hottere family, variously spelt Hottere, Hotterre, 
Hotte^erre etc, reappear throughout Lully's career at the 
Acad^ie, dominating the oboe and flute department.
2 printed in Durey de Noinville's Histoire de 1'Opera Paris 
1753 p 118 et seq.
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'Batteur de Mesure mille livres cy 1000 1.
Dix Instrumens du petit Choeur, à six cens livres 
chacun, cy 6000 1 .
Douze dessus de Violon à quatre cens livres, cy 48001.
Huit Basses a quatre cens livres chacun, cy 32001.
Deux Quintes V  quatre cens livres chacun, cy 800 1.
Deux Tailles a quatre cens livres chacun, cy 800 1.
Trois Hautes-Contres a quatre cens livres chacun, 
cy 1200 1 .
A \
Huit Hauts-bois, Flutes, ou Bassons, a quatre cens 
livres chacun, cy 3200 1.
Un Tymballier, cent cinquant livres cy 150 1.' 
Unfortunately this list does not reveal the membership of the 
petit choeur, but the polarity of the Grands Violons is striking: 
12, 3, 2, 2, 8 . The distribution of the Vingt Quatre Violons 
was less extreme: 6 , 4, 4, 4, 6 .
The only other information we have about the performance 
of Lully's instrumental music is found in engravings, of ten 
reproduced in the libretti and scores, which give a clear view 
of the stage and an indistinct prospect of the orchestra below it. 
Here one has to make allowances for the fancy of the artist who 
was not bound to give an exact record. But a count of heads on 
these engravings gives a remarkably consistent score: if the
evidence is at all reliable, Lully's orchestra in the pit numbered 
around 40 (the list of 1713 gives 38 excluding percussion).
It is difficult to discern actual instruments. One of the 
clearest engravings is the frequently reproduced scene from 
Alceste which is bound in with the first edition of the libretto.^ 
This represents a performance at Versailles, and shows the 
unusual arrangement of an orchestra divided on either side of the 
stage. I have not found any other engravings giving this arrange­
ment, however, and it seems probable that it was an occasional 
one, motivated by the necessity of giving Louis an uninterrupted 
view of the stagey 1 The orchestra appears to be equally divided 
with about 20 musicians on each side. The only identifiable
1 Res Yf 1246, Bibliothèque Nationale
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instruments are violins and theorbos. There is no sign of a 
harpsichord - nor a conductor, though the right hand group 
seem to be engaged in playing facing the stage.
An engraving of a performance of Le Malade Imaginaire 
in the same volume in the Bibliothèque Nationale has an orchestra 
of 39 or 40. There is, again, no identifiable keyboard instru­
ment, but there is, this time, a conductor. At least seven 
theorbos, two forward-pointing wind instruments (oboes or 
flutes à bec), one transverse flute, one bassoon and two 
violins are discernable. Other standing musicians could be 
either the chorus mingled with the orchestra (they are holding 
large open books) or 'resting' instrumentalists following the 
text. Le Cerf boasts of an orchestra of 50 or 60 being normal: 
'Ils (the Italians) ne mettent guères que vingt instrumens dans 
leurs orchestres. En France on y met 50 ou 6 o .  Je dis que nous
regagnons par le grand nombre, le bruit et 1 'éclat du son et que
2nous conservons l'avantage de la délicatesse du jeu.'
1 The ballets and comedies-ballets cannot be considered typical 
in the composition of their orchestras, however. It is true that 
the libretto of Le Carnaval (1668) makes a useful contribution
by specifying an orchestra of 40 in the pit with eight flutes 
on stage, but the mair^th Ballet des Ballets ( 1&71 ) lists over 80 
instrumentalists by name and obviously involved an occasional 
orchestra assembled at court, and is irrelevant to the performing 
tradition at the Académie. Some individual scenes are interesting, 
however: Act IV calls for 'Douze Danceurs jouans de la Guittarre'
and later 'Quatre Biscayens jouans des Castagnettes'. These 
performers are listed as dancers rather than instrumentalists and 
the possibility of this local colour being added to the score in 
certain scenes in the operas must be borne in mind. The seventh 
act unites four instrumental troupes - the Suite d'Appollon (which 
is not catalogued instrumentally but contains the names of two 
string players and two wind); the Suite de Bacchus (16 strings,
2 oboes, 2 bassoons); the Suite de Mome (16 strings, threefoboes,
2 bassoons) and the Suite de Mars (17 strings, 2 flutes, 9 
trumpets, 1 sackbut, 1 drum.)
2 Le Cerf op. cit. II 134
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It is all very tantalising and inconclusive. Contemporary
writers add nothing to this scanty information. It seems
incredible that Georg Muffat who played in Lily's orchestra and
wrote a detailed treatise on Lully's bowing and phrasing^
managed to avoid mentioning the composition of the orchestra,
the relative roles of the grands violons and the petit choeur,
2
and the use of solo strings and wind.
II Lully's Orchestra
Lully's career and reputation were closely bound up with his 
orchestra and his instrumental music. His first position at 
court was as an orchestral composer^. His later appointment as 
director of the petits violons was enormously important in 
enabling him to obtain performances of his music as he intended 
it to be played. We have descriptions of Lully in rehearsal which 
are unanimous in demonstrating his single minded approach: the
absolute clarity of his own conception of the music and his
ruthless method of achieving it - 'Le Sieur Lulli .....  auroit
banni de son Orchestre un Violon qui eût gâté son harmonie par 
quelque diminution ou quelque miaulement mal placé. '^  Already 
quoted in this chapter (p. ) is Le Cerfs account of his ready
detection of inadequate or inaccurate playing. Le Cerf even 
describes Lully breaking an instrument over the head of an offending 
fiddler, but he also relates Lully's scrupulous care in selecting 
his instrumentalists in the first place:
1 See p.
2 The direction 'seul violon' is extremely rare and appears 
exclusively in the ballets, but there is good evidence to suppose 
that the continue arias were accompanied by two soloists. Le 
Cerf (pp. cit. II 65) describes them as 'nos airs de mouvement
avec l'accompagnement de deux violons.' Most of the three part
ritournelles are are likely to have been played by soloists, and 
certain ^ concerto style movements, like the Prélude des Muses 
from the Isis prologue, seem from their style to demand soloists.
3 See Chapter 1 p . 8
4 Bourdelot & Bonnet, Histoire de la Musique Paris 1725 I 299
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'Le soin qu'avoit Lulli de ne mettre dans son orchestre que des 
instrumens d'une habilite connue, l'exemptoit d'en venir souvent 
à ces corrections violentes .... pour les éprouver, il avoi-fr 
coutume de leur faire jouer les Songes Funestes d 'Atvs. C'étoit 
la mesure de la légéreté de main qu'il leur demandoit.'^ It 
is interesting to see Lully's auditbn piece, which fairly 
represents the limits of technique required in the operas:
Ex 51 Aty& III 4 Entrée des 8on^re& funestes .
  —^--#>—3—-CS —P F*
The importance of the part played by Lully in instilling a standard 
of orchestral playing cannot be overestimated. Durey de Noinville 
represents it as an uphill struggle: 'Le grand génie de Lully se
trouva géVie par l'ignorance des Musiciens de son tems, soit 
chanteurs ou joueurs d'instrumens. On ne scavoit ce que c'étoit 
que d'executer à livre ouvert, on apprenoit, pour ainsi dire, par 
coeur; les moindres difficultés arretoient long-tems les exécuteurs, 
et il falloit se proportionner à leur foiblesse. Il a donc fallu 
pour vaincre cet obstacle, que Lully formât des Musiciens en tous 
genres, et sur tout les joueurs de violon; et l'on doit regarder 
comme ses eleves l'Alouette, Colasse, Verdier, Baptiste le Père, 
Joubert, Marchand, Rebel père, et La Lande qui tous exécutoient ses 
symphonies et ce qu'on appelle Musique Françoise, mieux qu'aucun 
Violon Italien n'oit jamais pû faire.
1 Le Cerf op. cit. III 209
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'A mesure que ces exécuteurs devenoient plus habiles, Lully 
donnoit plus d'effort à son génie; on peut juger par ses derniers 
ouvrages, qui sont les plus travaillés et plus difficiles à 
executer que les autres.'^
Titon du Tillet, who was the source of much of Durey de 
Noinville's information, also depicts Lully as a teacher; 
'Intransigeant sur la precision de l'exécution, Baptiste fut
un solide éducateur de nos violonistes. Son influence se 
prolongea bien après sa mort. Il apprit a nos instrumentistes 
à jouer sur-le-champs tout ce qu'on leur présente, avec autant 
de justesse, et de propreté que s'ils l'avoient estudié pendant 
plusieurs journées.'^ Evidence shows that Lully-trained 
violinists were much sought after in Europe at large. Five of 
them played in the orchestra of the Elector of Saxony, and others 
were engaged at Dresden and in Denmark. Lully's first violins 
were far and away the aristocracy of his orchestra; all the 
anecdotes of his rehearsal behaviour concern Lully's reactions 
to tie performance of the top line of his music. It seems sur­
prising that although Lully's orchestra contained two celebrated
/ 3
basses de viole. Marais and Theobalde , at no point in the scores 
are they given any passage of display or technical challenge. 
Marais, who shared the direction of the orchestra with Colasse, 
was a member of the continue group, and must have had a thorough 
knowledge of the whole score. But virtuosity is the prerogative 
of the dessus and the wind. The haute-contre, taille and quinte 
lines are characterised only by a dullness so absolute and a 
technique so undemanding that we are led to wonder what manner 
of player would consent to spend years in performing such material
In 169 8 Georg Muffat published a collection of works for 
string orchestra called Florilegium Secundum.^  The preface to 
this collection has turned out to be of more enduring interest 
than the compositions themselves - for it is nothing less than a
1 Op. cit p. 34
2 Le Parnasse François Paris 1732 p. 393 et seq.
3 Sometimes Teobaldo di Gatti.
4 An earlier collection, Florilegium, was published in 1695.
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treatise 'sur la manière de jouer les airs de Balets'a la 
Françoise selon la méthode de feu Monsieur de Lully.' Muffat's 
authority is unquestionable: he was a member of Lully's 
orchestra in the 1680's. We can therefore give more weight to 
his commentary than to casual references in Loret, or the 
earnestly partisan Le Cerf.
The overwhelming impression given by Muffat's preface is 
of the primitive state cf orchestral playing in the 17th century. 
Muffat catlogues aspects of string playing in which the players 
of Germany and Italy are recommended to model their playing on 
that of Lully's orchestra. Some of these recommendations seem 
naïve: Muffat recommends that they play in tune, that they
give notes their exact value, and that they do not increase the 
speed when repeating a movement - 'un certain abus receu entre 
quelques-uns, qui sans distinction aucune jouent toutes sortes 
de pieces la premiere fois fort doucement; peu a peu toujours
1
plus vite; et la derniere fois très vite et avec precipitation.'
He also suggests 'un petit mouvement du pied' to establish the 
beat!*^
Muffat writes amazingly little on the composition and conduct 
of the orchestra. He advises that the orchestra tune before the 
arrival of the audience, 'ou que cela se fasse au moins si vite 
et si couvertement qu'il sera possible.'^ In view of the 
distribution of players to parts implied in the 1713 document^ 
Muffat is perhaps for once criticising Lully's orchestra rather 
than holding it up as an example when he writes: 'on doit
distribuer, et selon le nombre des Musiciens doubler les parties 
avec tel Jugement, qu'on les entende toutes distinctement, 
agréablement et avec les ornemens ordinaires. Il ne faut pas 
mettre tant, et de si bons Violons au dessus seul, que les 
parties du milieu, et la Basse, entre les quelles un des plus 
grans ornemens de l'harmonie est cachet se trouvent destituées 
de gens suffisans en nombre, et en capacité^ ce que nous sommes
fasches de voir souvent arriver par la sotte ambition de
precedence, dont aucuns sont entêtez.'^ Muffat is helpful in
1 DTO II 2 p. 47 CnbThere are ‘Otru (ew acce/ifs tn iKis f^rench
2 Ibid p. 48 t-Anslot.ooJ.
3 Ibid p. 48
4 Mentioned above p. 85
5 Ibid p. 48
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identifying the instruments used: we know from Le Cerf and
others that the double bass was not found in Lully's orchestra, 
but Muffat is the only commentator to describe the instrument 
used to play the haute-contre line - 'Quant aux Instrumens 
la Haute-Contre, en Italien Violetta, réussit mieux étant jouëé 
sur une viole du milieu, de structure un peu plus petite que la 
Taille, que sur un dessus de Violon.' Internai evidence shows 
that the haute-contre part was written for an instrument with a 
C string, though almost all the notes written &r it in Lully's 
operas lie in the violin range.
Muffat's detailed list of ornaments is limited in relevance 
since so few of the signs he explains appear in either the 
scores or the part books which have survived. On the other hand, 
the existence of so many possibilities must influence our 
interpretation of Lully's stand against extemporised ornamentation^ 
Lully was working in a situation of ornamentation run riot - and 
his stand was certainly not against ornamentation, but against 
its abuse. His operas must have been performed with a wealth 
of vocal and instrumental decoration which was probably written 
into the original part books for singers and the orchestra.
Muffat is useful in recording the possibilities; where and how 
Lully applied them is now substantially a matter of guesswork.
The section of Muffat's preface dealing with bowing, however,
is of the first importance. Muffat attributes much of the
superiority of Lully's orchestra (and its imitators in England
and in the Netherlands) to uniformity of bowing: 'De plus
quoyque tous les meilleurs maîtres de quelle nation qu'ils soient,
tiennent d'un commun consentement, que plus le trait est long,
ferme, égal et doux, plus il est a estimer : neantmoins on a
remarqué, que pour ce qui concerne les regies de le tirer en bas,
ou de le pousser en haut, ny les Allemans, ny les Italiens ne
sont encore guere accordez ensembles jusqu'icy, et ne sont
rencontrez que rarement, et fortuitement par cy par là avec les 
o
Francois.'
1
1 See p. 11/f
2 Ibid p. 45
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Muffat proceeds to lay down gourde lines: 'La premiere note de
chaque mesure, commancant sans pause, îny soupir, doit toujours 
se tirer en bas, de quelle valeur qu'elle soit. Voila la 
principale, et comme indispensable Regie générale des Lullistes, 
dont presque tout le secret de l'archet et la difference qu'il 
y a entre eux, et entre d'autres depend.' He illustrates various 
examples of this rule. The most telling illustration consists 
of a Menuet given in two versions - bowed according to the 
Italian style and according to the French:
Ex. 52
Ex 52 Muffat op cit p 53*
V n V n V n vn v. n v n vOvnv n v
M V V n V
Lully's orchestration, as we saw when considering the source 
materials, is as much a matter for speculation as known fact.
Even our knowledge of his use of strings is incomplete. The 
exact division of material between full orchestra, chamber 
orchestra, and soloists is uncertain, and the few directions to 
the performers which are scattered in the scores, libretti, and 
part books are often in themselves ambiguous. In considering 
the direction 'tous' placed before the three part ritournelles 
in Armide II, 114, VI, and V3, for example, we know only that 
these movements were played by all the violins - probably by the 
full band of the grands violons, but possibly merely the total 
forces of the petit choeur. And it is not possible to make the 
inference that 'tous' in this context means that the trio movements 
not thus marked were played by soloists. Internal evidence is 
the only satisfactory criterion.
Lully's dynamic markings pose related problems. In the 
second edition (by Baussenj of the score of Roland (1709) doux
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and fort appear antiphonally in IV 2, as Roland reads the 
inscriptions in the grotto. These indications do not appear 
in the earlier score. The terin £>rt is very rare indeed in the 
scores. Doux is more commonly found: it almost certainly means
simply piano but there are just sufficient ambiguities to suggest 
that it may occasionally have implied the use of reduced forces 
or even soloists. It is used for echo passages (for example 
in the Alceste prologue pp 16-18 in the Baussen score, and at 
the cadence of the ritournelle in II 9) where almost certainly 
reduced numbers were used. It appears at the head of two five 
part preludes in Roland V 2, and one in Armide V5 where doux 
could conceivably be interpreted as a contradiction of tous in 
adjacent ritournelles. An additional consideration is the fact 
that Lully apparently nowhere calls for solo strings in the 
operas^ and that he frequently indicates muted strings when he 
requires a particularly soft dynamic: 'Tous les instruments
doivent avoir des sourdines et jouer doucement particulièrement 
quand les voix chantent.'^ Mutes are called for in four 
consecutive movements in Armide II. I have found no mention of 
mutes in any French music earlier than Lully's and it is possible 
that he was responsible for introducing them into France.
A crucial factor in Lully's use of wind instruments is that 
they were generally played on stage and are as much visual 
'properties' as aural additions to the score. This explains 
their function in the operas. They are devices to show the 
general character of a scene - as pastoral, funereal, triumphant 
etc. This creates a very simple static system of instrumentation, 
and the felicities lie not in any surprising colouring but in the 
aptness of the material for the instruments.
The wind instruments which are specified in the scores of 
the operas comprise flutes, oboes, bassoons, musettes and 
trumpets. The libretti mention in addition crumhorns and 
chalumeaux.^
1 See footnote p. /2vS*
2 Le Triomphe de l'Amour p. 86 of score of 1681.
3 The ballets are more diverse and include a sackbut in Psyche V, 
and a cor de chasse ii La Princesse d'élide.
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Lully uses both recorders ('flutes douces') and transverse flutes 
('flûtes d'Allemagne'). The use of'flutes d'Allemagne' is rare 
and is always specifically mentioned - for example in the 
prologue to Phaeton: 'Ritournelle pour deux flutes allemandes.'
Where this direction is not given, we assume 'flûtes douces'^
Lully normally uses flutes in pairs above an unspecified basse 
continue. The divertissement of Pan arid Syrinx in Isis III 
shows a truly archetypal instance of their use! A symphony in 
Proserpine IV 1 employs three flutes (gl gl c2) to portray the 
'ombres heureuses': the libretto adds the useful information
that it was performed by six flautists - 'Ombres jouants de la 
Flutte: Descoteaux, Josephe Piesche, Philidor I'aisne, Philidor
le cadet, Toulon le fils, Piesche le cadet.' Flutes are also 
used in association with the Muses (Isis prologue) and love 
(the divertissement in praise of love in Armide V 1 is scored 
extensively for flutes.).
Oboes essentially represent Arcadia, and by extension, peace
after war. Many prologues make use of this symbolism - Thesee is
the most explicit:
'Que les Hautbois
Que les Musettes
L'emportent sur les Trompettes
2
Et sur les Tambours'
1 though Lully specifies 'flûte douce' in Persee III 1. Winton 
Dean, Handel's Dramatic Oratorios and Masques London 1959 p. 78 
suggests that Lully was a pioneer in introducing the transverse 
flute into the orchestra: 'In Le Triomphe de l'Amour (1672)
(sic: actually 1681) he accompanied an air with transverse flute
and three recorders of different pitch and added a note that
the flute should be doubled. This is thought to be the first 
appearance of the instrument in a regular orchestra.' Ballard's 
score of 1681 is one of the fullest sources of orchestral 
directions. The eighth entree (p. 75) has a ritournelle 'pour 
Diane' marked '2 flutes d'Allemagne' and the 19th entrée (p. 200) 
has a 'Prélude pour 1'Amour' with 'Tailles ou flutes d'Allemagne, 
'Quinte de flutes', 'Petite Basse de flutes', and 'Grande basse 
de flûtes.'
y
2 Thesee, prologue
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and the music illustrates 
are normally used as the
this literally. Oboes, like flutes, 
upper voices in a trio movement; in 
Roland IV 2, for example, where the boisterous pastoral episode 
interrupts Roland's soliloquy with ironic and temporary relief. 
The trio episodes of larger five part movements are also 
frequently scored for oboes. In the Alceste prologue, the C 
major air 'pour les divinitees des fleuves et les nymphes' is 
for full strings with an oboe episode. The whole movement
illustrates the words of the previous chorus, 'Que le chant des
oyseaux s'unisse avec le doux son des hautbois.'
The oboe episode in this air has a drone bass, probably
for Musette. A Musette player is mentioned by name in the 
libretto of 1677 - 'Le Sieur Buchot: Muzette'. We know from
the libretti that the bass parts of wind trios were played by 
both musettes and bassoons. Bassoons are mentioned from time to 
time in the scores : Phaeton I 7 and Proserpine prologue for
example. They were probably the normal bass line in the oboe 
episodes. The musette - being an evocatively pastoral word - 
appears more in the libretti than in the scores, where it is 
sometimes used loosely to mean 'oboe' and sometimes 'oboe trio 
with musette bass'. The oboe trio in Roland IV 2 for example 
appears in the score as two oboe lines and an unspecified f4 
bass. The libretto of 1685 reads; 'On entend un bruit de 
musettes'. And Roland himself reacts with the words; 'J'entens 
un bruit de Musique Champestre', using another term for unspeci­
fied woodwind. Even the apparently more precise instructions in 
the scores require some interpretation: the score of Isis III 5
1 *Musette - We have no knowledge of its construction before the 
17th century when tie musette appears full blown as a very small 
and delicate bellows-blown instrument with exquisitely made ivory 
pipes and elaborately ornamented silk - or velvet - covered bag, 
trimmed with lace, and matching bellows. In the early 17th 
century it had a narrow cylindrical chanter ca 7^" long devoid 
of keys, played with a double reed and a stubby, racket-like 
drone. By the time Mersenne wrote (1636) the chanter had 
acquired several keys. At mid century Jean Hotteterre added a 
second chanter with 6 closed keys, placed in the same stock as 
the first and lying parallel with it. These were known as the 
'grand chalumeau' and the 'petit chalumeau'. The compass of the 
'grand chalumeau was from fl to a2 extended upward by the 'petit 
chalumeau' to d^ .... The drones were tuned to C and G in octaves 
Sibyl Marcuse, Musical Instruments - A comprehensive Dictionary. 
New York 1964 p. 349.
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contains a pair of movements headed 'Violons, Musettes,
Hautbois'. However the two movements consist of a March, scored 
for normal five part orchestra, and a trio in| marked 'Hautbois', 
so that it seems reasonable to assume that the wind instruments 
played only in the trio.
Crumhorns^ are also referred to in the libretti as the 
occasional providers of the bass line in oboe trios. We know 
that among the musicians of the Grande Ecurie - on which Lully 
drew for his Versailles performances of the operas and ballets - 
there were instrumentalists doubling as 'cromornes' and 
'trompettes marines'. The reference to crumhorns in Atys has 
already been cited.^ They are also called for in the Thesee 
libretto: at the head of IV 7 the direction reads 'Six flutes,
quatre hautbois, deux cromornes.' There are two extended trio 
movements in this scene - a pastoral divertis sement - and the 
instrumentation is described collectively as 'des instruments 
champêtres' later in the scene. The flutes and oboes were 
probably assigned a trio a piece. There are no movements in 
Lully's operas where flutes and oboes play simultaneously. There 
is no clue as to whether the crumhorns played with both upper 
wind or just the oboes.
Lully's use of brass instruments is apparently restricted 
in the operas to the trumpet. The ballets employ 'sacquebutes' 
(trombones) but there is no mention of this instrument in the 
scores or libretti of the operas. The vast majority of trumpet 
parts are for a dessus trumpet in C, written in the gl clef and
1 * Crumhorn - Reed cap woodwind instrument of 16th and 17th century 
usually made of boxwood, with narrow cylindrical tube and bore 
terminating in a hooked end like the letter J, and provided with
6 front fingerholes and a rear thumbhole. The double reed is 
set on a staple and enclosed in a reed cap or perforated box 
that protects it and also serves as a wind chamber ....In France 
it was transformed into an outdoor instrument with wider bore 
and leather covered tube, and reed carried on a crook. In this 
form the crumhorn gained admittance into the band of the Grande 
Écurie after the mid century.' Ibid p. 134.
2 Lully used trompettes marines for a grotesque entree in Serse: 
'Air pour les Esclaves et Singes, dansans' (4th Intermbde).
In Le Bourgeois Gentilhomme M. Jourdain wants to add a trompette 
marine to the Maître de Musique's chamber ensemble.
3 See p. I Z Z .
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frequently doubled by violins. In the prologues it appears as 
the antithesis of the oboe. In the prologue to Thésée, already 
quoted, it is associated wiih the descent of Mars. In the Alceste 
prologue it personifies La Gloire. In the Proserpine prologue 
it takes a part in the dramatic rescue by La Victoire of La Paix. 
There are many opportunities in the operas themselves for similar 
contexts. The early operas have spectacular ceremonies : Cadmus
III 6 , for example, to which the trumpet adds both visual and 
aural colour. The heroic operas use trumpets in a variety of 
martial situations - victory is celebrated in Bellérophon V 3 in 
a trumpet air. (This example is in rondeau form, much the most 
frequent form found in trumpet music - perhaps to give breathing 
space to the players as well as relief to the audience.) The last 
eperas incorporate the trumpet more fully into the dramatic 
action. In Amadis I 3 there is an extended scene with three 
consecutive trumpet movements. The second air des combattants 
has quite detailed directions involving both solo and duo trumpet 
waiting. See Ex. 53. p
A unique movement in Lully's operas is Proserpine V 6 - the 
only occasion on which four part trumpet writing is used. The 
libretto of 1680 names the instrumentalists - 'Divinitez 
celestes qui jouent de diverses instruments et qui accompagnent 
Jupiter dans la Gloire ; Trompettes : Messieurs La Plaine,
Barberet, Charvillat, Le Maire, L'Orange, Germain.'
The use of kettle drums (tymbales, tymballes) is closely 
associated with the trumpet movements. Many directions in the 
libretti call for 'tambours' (untuned drums) instead of or in 
addition to 'tymbales'.  ^ There are no monotone drum parts in 
the scores however - the only drum line given is for kettle drums
tuned to
■O’
Lully writes characteristic rhythms in great detail. The drum 
part in the prologue to Proserpine is typical;
1 Psyche  ^V 4: 'Mars parait a la tête d'une troupe de Guerriers,
suivis de Tymballes, de Tambours et de Trompettes.' In the 
libretto of 1671, however, only one Tymballier (Daicre) is named, 
along with 9 trumpets and one sackbut.
I ao
Bx 53 Amadis I 3 Second air des combattans. (Ballard 1686)
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Other percussion comes into the category of stage properties. 
The libretto of Lés Festes de l'Amour et de Bacchus I 6 calls
for 'quatre faunes, quatre driades: les faunes sortent avec
des petits tambours, et les driades avec festons de fleurs 
Perhaps the mOst celebrated use of stage property percussion 
occured in a performance of Le Triomphe de 1'Amour. The 
Mercure Galant records: 'Lé clou de la piece consistait en
l'apparition de la toute jeune Mademoiselle de Nantes (elle 
n'avait pas huit ans) dans la derniere entree; la petite 
princesse y jouoit des castagnettes en mettant en relief son 
agréent pour toute sorte de danse. ' ^  In the score and libretto
of 1681 there is of. course no mention of castanets.
A further clue to the undocumented use of percussion lies
in engravings of scenes from earlier ballets. The Entree de la 
. 3musique d 'Amérique shows four musettes and a frame of eight 
small gongs, mounted like tubular bells. It is possible that 
'local colour' instruments were used regularly in the operas too:
/ 4
in the entrees for Africans, Egyptians, or Orientals for example. 
But there is no suggestion of such effects in any contemporary 
account of performances of the operas. The ballets were much 
more likely to contain such scenes, and it seems probable that 
Lully's orchestration in the operas was simpler, and more austere, 
than in the ballets.
1 Daughter of Louis and Madame de Montespan.
2 Le M e r c u r e  Galant January 1681 p. 190
3 Reproduced as Plate 13 in Le Ballet de Cour eh France, Henri 
Prunieres, Paris 1914.
4 The entree of Africans in the 1719 score of Cadmus I 4 is 
headed 'Affriquains jouans de la Guitarre'. This instrumental 
colour is not mentioned in the original libretto of 1673 but 
appears for the first time in the libretto of 1678.
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One of the most interesting problems in reconstructing the
sound of Lully's instrumental music is the unknown factor of
his continuo group. These instrumentalists provide the sole
accompaniment for quite three quarters of the duration of the
early operas. They accompany the vast majority of airs, link
scenes, and support the recitative throughout the opera. It is
1 2clear from scattered references in plays, libretti and
3contemporary records, that three types of instrument were 
involved: keyboard (harpsichord), plucked strings (lutes,
theorbos, guitars) and bowed strings (basse de viole). The list 
of performers quoted on p.fZSdoes not mention any of these 
instruments, so we must infer that they are numbered among the 
petit choeur. Since the petit choeur must have contained at 
least two dessus de violon and a basse de violon to perform the 
continuo arias and the three part ritournelles, we can deduce
I
that up to seven continuo instrumentalists took part in the 
performance of the operas - these being in addition to tie 
conductor.
It would be useful to know more about the division of 
authority between conductor, continuo harpsichordist and the 
first dessus de violon. We know that Lully usually conducted 
during the first season of an opera, but not for the revivals.
We know also that Lalouette is described as both leader of the 
orchestra and conductor.^ The manuscript^ described on p. (Z O  
is the closest contact we can make with the performance of the 
continuo in Lully's day. This part book was designed for a 
harpsichordist who knew the score intimately - there are words 
of recitative inserted at intervals as cues, but these are far
1 Le Bourgeois Gentilhomme. See below p.j53 (footnote)
2 La Princesse d'Elide 6th Entrée: 'Trente violons .... avec 
six autres concertans de clavecins et de theorbes.'
3 Loret on Alcidiane. See p. //j-
4 Le Mercure Galant April 1677
5 Bibliothèque de l'Arsenal Res Musique 879.
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apart and amount to no more than one or two key syllables at
cadences or phrase beginnings. The absence of figures in the
bass part of many of the orchestral movements - overtures and
dances - is evidence that we cannot rule out the possibility
that the harpsichordist became conductor during these movements.
On the other hand, some operas in this manuscript are figured
throughout. There is simply not enough evidence on record for
more of Lully's practice to.be known. His role when he was
conducting is painted unequivocally in the accident which led
to his death. And supporting evidence of Lully's conducting
technique is contained in a pamphlet; Le Triomphe de Lully
^ 1aux Champs- Elysees. In this imaginative essay Lully is 
greeted with great acclaim on his arrival in the Elysian Fields, 
and a concert is given in his honour - 'transporte'par le vif 
de cette composition qui est une des plus ravissantes qu'ill 
ait faites, oubliant la majesté' du lieu qu'il occupoit, se leva 
tout à coup et se mit à battre la mesure et à frapper du pie* avec 
autant d'emportement qu'il faisoit sur le théâtre.'
III The Music
(a) Overture
(b) Dance
(c) Ritournelles and Preludes.
The function of the orchestra in the operas of Lully is 
to provide independent instrumental movements and to accompany 
the vocal music. The vocal music is discussed in chapters 6 - 8 ; 
we can summarize the part played by the orchestra as follows.
The use of the orchestra with the solo voice is rare in the early 
operas, extending no further than the provision of two solo 
instruments to accompany the continuo arias. The first instance 
of a five part orchestral accompaniment to an aria is in 
Bellerophon II 6 - Amisodar's magic aria. It appears that Lully
1 Quoted on pp 92-106 of La Revue Musicale Jan. 1925; a ms dating 
from 1687, addressed to Madame de la Ferté, and possibly provoking 
the Lettre de Clément Marot, see p.
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regarded orchestral accompaniment as a special effect in the 
middle period operas: for example Mercure's invocation of
sleep in Persee III 2. In the last three operas orchestral 
accompaniment has become usual for all the arias. In the 
choruses, too, the part played by the orchestra increases 
throughout the canon of works. And the orchestra's function 
is not merely to accompany (with extensive doubling) a four 
part vocal texture with a five part instrumental one: the 
instrumental episodes, often for wind (for example the trumpets 
in scene one of the Isis prologue) are an important part of the 
structure and colour of these movements. The building of a 
whole scene on continuous orchestral music is a rarity. Persee V 
8 is an example of this : the orchestra accompanies the action
continuously, bridging the gaps between the choral and solo 
items and bringing about an exciting climax. In addition to 
accompanying the vocal music however the orchestra has an 
important function in providing independent instrumental items; 
dances in the divertissements, preludes for the descent of a god, 
ritournelles to open scenes and acts, and above all - in its 
influence and enduring importance, Lully's greatest single 
contribution to music - the overture.
(a) Overture
In his own time, the prestige of Lully's overtures was 
immense. The style of performance was universally admired: the
'premier coup d'archet' became a traveller's tale. The 
characteristic form and style of Lully's overture influenced all 
the composers of the late Baroque period outside Italy. Handel, 
Bach, Telemann and their contemporaries expanded these 
characteristics to a point of richness quite foreign to Lully's 
idiom, but the initial definition of the form can be shown to be 
his individual achievement.
For a study of French music before Lully, one of the most 
useful sources is the Collection Philidor, comprising manuscript 
volumes of the ballets dating from the close of the 16th century,
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These early ballets did not have overtures as such. The only 
movements within them which bear a tenuous relationship to 
Lully's overtures are the pairs of dances in different metres;
55 Ballet des Maîtres des Compteurs 1604 (Philidor II 34)
' ' '  ~  -  ■  —  - - - -  I II I I I  ml...... .  ............. ...................... \  •
y
Sceptic -O'* *f ^
In this example, skeletal characteristics of Lully's overtures 
are present; the dotted rhythm of the opening bar (which Lully 
sustains throughout the movement), the central cadence in the 
dominant key, the change of metre following it. There are many 
pairs of dances with these hall marks in the early ballets. 
Occasionally the two dances are combined in a single movement - 
as in the Ballet de la Belle Gantière 1613.^
There is considerable development around the middle of the 
century. The overture to Les Fetes de Bacchus, 1651^, dates 
from the period of Lully's service in the household of Mademoisell 
de Montpensier - Mademoiselle may even have danced in it: Lully
had not yet made his debut at court. This overture is in two
movements, C and (j:.
1 Collection Philidor II p 123
2 C P IV a.
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The opening rhythmic pattern;
is common to most overtures of this period; but the piece is 
longer than in the early ballets and the inner parts have 
moments of individuality. Composers in these middle decades 
seem, however, incapable of filling the more extended forms 
with sufficiently expandable material; this movement (and others 
of which it is representative) flags. The rhythmic impetus 
fails and the harmonic idiom is too primitive to contribute the 
tension of dissonance to the harmonic rhythm.
The first overtures ascribable to Lully are indeed more
successful in these respects. The overture to the Ballet de la
Nuit (1653) is the first he could have written. Taken together
with the overtures to Thétis et Pelée (1654) and L * Amour
Malade  ^ (1657) a definite trend can be deduced - a trend towards
a wider harmonic vocabulary and a more subtle rhythmic
integration of the treble with the bass. The 'up beat' potential
of the dotted rhythm is fully realised, too. It is probably
worth noting here that the vast majority of the overtures from
the earliest volumes of Philidor right through Lully's ballets
are in g minor. This particular sonority (presumably
characterised by many open string chords) was the typical overture
2
sound in 17th century France.
Lully's dotted rhythm first sections invariably end with a 
cadence in or on the dominant, and the usual (though not 
invariable) change of metre for the second section does not 
prevent it from sounding like the completion of the opening 
rather than an independent idea. The first sections of the 
overtures quickly developed into an easily recognisable overture 
style: Lully uses this majestic rhythm in smaller movements
within the operas, particularly in a prelude for the arrival of 
a king or god. It was perhaps identified in his mind as a
1 L 'Amour Malade is the first of Lully's overtures to use triple 
time for the second section. (It is probably preferable to 
write 'section' rather than 'movement' for French overture early 
became associated with a single entity in contrast to the two
or three independent movements of the Italian overture which in 
its turn generated the symphony ^
2 Lully's opera overtures continue to exploit 'open string' 
keys: g, d, and a minor predominate.
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specifically 'royal' style - the musical counterpart of the 
verbal dedication to the king. An analysis of the development 
of this rhythm in the Philidor ballets up to and including 
Lully's first compositions reveals a clear progression towards 
the typical Lully movements:^
1601 Ballet du Roy Henri XV (CP II) ,
O I d* J IO IJ J J J I d d I d a I O II
1636 Ballet de 1'Improviste (CP III)
C  o I J J J o j ^ J J J J J (j j J
1639 Ballet de Girard Chalonie (CP III)
3 J. J J. I J. J J. J7 1 J
1640 Ballet de Mademoiselle (CP III)
). / J  J | o  j j j l d Y . r nc old. J~3 ] J i
i  ]  i .  1  IcS
1654 Ballet de Thetis et Pelée (CP IV c)
c  7 j .  o' j . « n  j J  J
1658 Grand Ballet d'Alcidiane (CP VIII)
2 ê 1 c T D  I i  J J .
(and Alcidiane is often referred to as the first French overtureI)
The second section of the overture is never as predictable.
In Alcidiane Lully introduces fugal texture into the second 
section and this was to remain a fairly constant feature of the 
later overtures. The time signatures for this section show 
considerable variety; there is no single normal metre for these 
passages. Of the operas, only Cadmus and Isis have overture 
second sections in triple time. Alceste, Atys, Proserpine,
Roland, and Armide are in  ^ (but some of these - for example 
Alceste - have a lively gigue; others - for example Proserpine - 
have smoothly flowing material.) An equal number of operas
1 See Chapter One p|5for a discussion on the French and Italian 
elements in Lully's overtures.
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(Thesee, Bellerophon, Persee. Phaeton, and Amadis) have 
second sections in duple time, and in some of these (for 
example Phaeton) there is no change of time signature at all - 
though the change of texture in Phaeton, from the chordal 
opening to the imitative second section emphasizes the division 
as clearly as any change of metre.
A third section is included in the overtures to just half 
the operas; Alceste, Atys, Proserpine, Phalston, Roland and 
Armide. Usually marked lentement, this involves a return to 
the metre of the opening, though there is never any melodic 
connection between the outer sections. Lully seems to have felt 
this to be the normal way to end an overture where the middle 
section is in ^; of the above six operas, five have second 
sections in
None of our three primary sources - scores, part books, 
libretti - gives a hint of any orchestral colour other than 
strings being used in the opera overtures. Two contemporary 
commentators, however, imply that the full and varied 
orchestration was one of the chief glories of Lully's overtures. 
Loret's account of the Alcidiane overture has been quoted in 
Chapter one.^ His catalogue of instruments reveals an orchestra
of strings and flutes with a particularly large and varied
2 3continuo section. An engraving of a scene from Alcidiane
somewhat corroborates this account, since it depicts eleven
or twelve lutes and a viol on stage. Le Cerf contributes
tantalisingly incomplete evidence; 'Les ouvertures de Lulli,
genre de symphonie presque inconnu aux italiens ..... ont des
beautés qui seront nouvelles et admirables dans tous les siècles,
et ce qui est une grande marque de perfection, qui se font sentir
sur toutes sortes d'instrumens.^
1 p.i^
2 We must always remember though that the ballets are a separate 
genre and their instrumental requirements often differ widely 
from those of the operas. Compare p. IZlf-
3 Reproduced as Plate 12 in Prunieres' Le Ballet de Cour en 
France, Paris 1914.
4 Le Cerf op. cit. II 62
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The only overture score to provide internal evidence of 
the use of wind instruments is the second section of the Ballet 
de Crequy overture^ which has trio episodes in the clefs gl gl 
f4 - usually indicative of oboes or flutes. None of the opera 
overtures has trio sections, nor an extended divisi gl line, 
so if we are to believe Le Cerfs evidence, we must assume that 
orchestral colour amounted to wind doubling of the dessus line 
only. In fact this looks feasible and is a comment on the very 
'pseudo' fugal technique of these passages. Four of the operas 
(Thesee, Bellerophon, Phaeton, and Armide) have overtures in 
C major so the possibility of trumpets cannot be ruled out.
It seems to me unlikely that Lully used any wind instru­
ments in the first sections of his overtures. These were 
designed to display and exploit his strings' technique and a 
string orchestra sound is the one which leaps to the ear when 
reading these scores. The much vaunted 'premier coup d'archet' 
becomes a tentative clue to the instrumentation.
(b) Dance
Dance plays a central part in Lully's operas. Lully was 
uniquely qualified to compose dance music; for what other 
composer of ballets started his career as a dancer? Dance music 
in 17th century France was divided into two categories ; the for­
mal dances, menuet, passepied, gigue etc; and the 'pantomime' 
or character dances, based in the first instance on traditional 
patterns but modified to iiterpret the character or incident 
portrayed. Lully's dances include both types, though he was 
accused by his contemporaries of turning all the dances into 
character dances: 'on disoit qu'il corrompoit le gout de la
danse, qu'il la faisoit dégénérer en bandinage, parce qu'il
/ / 2
acceleroit les mouvements de la Musique.' It is impossible to
know how much influence to attribute to changing fashion and how 
much was the work of Lully himself. Certainly, reading through 
the early volumes of Philidor, the rather bland series of 
minims and crotchets ceases quite abruptly around the 1650's 
and the entrees in the very first ballets that Lully is known
1 Res F 656 in the Bibliothèque Nationale
2 Quoted in Eugene Borrel, Lully, Paris 1949 p 34
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to have assisted with are full of vigorous semiquaver upbeats 
and strongly characterised gestures ;
y
56 Entree de 1'Académie de Chiron, Thetis et Pelee, 1654
|L
The set dances appear restrained and elegant by comparison. 
Lully's chief contribution here was to establish the menuet, 
gavotte, bourree and gigue as the basic courtly dances in 
place of the old fashioned galliarde and courante, which 
predominate,in early 17th century scores.
The menuet became one of Lully's most personal forms.
He improvised examples by the hundred - 'lorsqu'il voyoit 
une Guitarre chez lui .... il faisoit dessus cent menuets.'^ 
Lully imposes on this simple dance a greater variety of phrase 
structures than appear in any other dance. The two menuets 
in Cadmus demonstrate the two most usual rhythmic patterns - 
8 bar phrases (Prologue scene 2) and six bar phrases (V 3). 
Sometimes these units are mixed (Proserpine prologue) and even • 
more unusual units are occasionally found: seven bar phrases 
in Amadis IV 6 and five bar phrases in the Roland prologue. 
Irregular phrasing is the norm in the early volumes of Philidor - 
Lully developed a pattern of balanced phrases irrespective of 
their length.
There is a definable elegance about the melodic lines of 
Lully's menuets, a strong rising dominant-tonic movement in the 
opening bar and a falling contour towards the first cadence.
This appears so consistently as to suggest that it is the counter­
part of the steps and gestures of the dance. This menuet from 
Thesee is very slight in its melodic content, but it illustrates 
this melodic shape - and also a very characteristic syncopation
1 Le Cerf op. cit. Ill 172
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which makes the second bar a mirror image of the first. The 
syncopated minim is often decorated with a trill - Proserpine, 
prologue; Isis III 6 .
Ex 57 Thesee IV 7 Kenuet.
§
In common with most of Lully's dances, the menuets are cast 
in binary form. It is a slightly more advanced type of binary 
form than appears in some of the early arias - the mid-point 
cadence is always on or in the dominant, and the second half 
begins in the dominant and modulates to the tonic, usually via 
the subdominant. The second half frequently re-states or 
refers to the opening phrase in the dominant key. (A reprise 
of the opening phrase in the tonic, towards the end of the second 
half is much rarer). There is often a perceptible difference 
of style between the first half of the binary movement and the 
second. The first half nearly always sets out a pair of 
balanced phrases. After the double bar this phrase structure 
is usually rejected in favour of a much more irregular passage, 
with flowing quaver movement rather than a clear cut tune, and 
some rather clumsy manoeuvering to regain the tonic.
Lully's gavottes and bourees follow this structure within 
their more restricted range of phrase lengths. The gavottes 
are very stylised; this example from Cadmus (Ex. 58) shows 
the melodic and rhythmic pattern which recurs in almost all 
the gavottes.^
Ex 58 Cadmus Prologue scene # Gavotte
1 though there is an unusual 5 bar phrase one in the 
Proserpine prologue.
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There are fewer bourses: the two in Phaeton (prologue, and V 4)
have regular four bar phrases and great rhythmic energy.
E]F 59 Phaeton Prologue Bourrue
—-i’
Distinctly related to both the gavotte and the bourrue is the
march. In Lully's operas this features as a dance form, and
its promotion from the battlefield to a place among the courtly
dances is .as much Lully's personal achievement as his championing
of the menuet. The marches are almost invariably in duple time^
with four or six bar phrases, regularly answered. Most of them
are designed to accompany visually important scenes - the marche
des sacrificateurs in Cadmus III 5, the triumphal entry of
Thesee into Athens in Thesee II 6 , the marche pour le combat 
\
de la barrière in Amadis I 3, and the troupe d'insulaires 
orientaux in Roland I 6 . The march takes its place in the 
operas as a consequence of the heroic subject matter of many of 
the libretti. Trumpets are usually associated with these move­
ments - in the libretti if not in the score - but Lully does not 
colour his marches characteristically in any other way: there is
apparently no exotic orchestration for the insulaires orientaux 
nor any musique champêtre scored into the march for Bacchus and 
Pan in the prologue to Bellerophon.
The gigue is another dance very characteristic of Lully 
in the operas. There are two gigues among the overtures and
many sung gigues, both for solo voices and for the chorus.
2They tend to have regular four bar phrases and a dotted rhythm 
throughout. Melodically they are based on stepwise movement, 
and while the menuets, gavottes and bourees all open with a rising 
or falling dominant-tonic motif, the gigue usually begins with 
a tonic-supertonic-mediant progression (or its inversion) -
1 There is a march in triple time in Roland IV 3
2 But see Atys I 7 'Second Air des Phrygiens' for a gigue which 
has 3+4 bar phrases.
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60 Alceste IV 3 Gigue.
Many of the gigues have an imitative texture, especially for 
their opening phrase - Proserpine IV 5 second air, for example, 
A related device, which is found in other dances too, is the 
*motto' opening, where the dessus de violon alone states the 
head of the theme and the other voices enter to complete it. 
There is an example in the second entree in the prologue to 
Roland.
other dances to appear in the operas are the Loure 
(Alceste I 7), canaries (Isis V 3), passepied (Phaeton II 5), 
sarabande (Armide 13) and hornpipe (Alceste I 7). But the 
set dances comprise a minority of the total number of dances 
in the operas. The majority are character dances - dances 
for particular categories of people: pastoral, military, or
monstrous. Lully occasionally parodies a set dance for these 
movements. In Persee II 8 he writes a grotesque gavotte for an 
entree of cyclops, and later in the same act (scene 1 0) he 
parodies a gigue, gravement for the Entree des Divinitez 
Infernales. More often, though, Lully creates a new movement 
designed to portray in the nature of the melody, and particularly 
in the rhythm, the characteristics of the dancers represented.
For the premier air des Combattants (Amadis 13), for example, 
Lully writes a vigorous arpeggio theme and colours it with 
trumpets and drums. In Proserpine III 8 he introduces a dance 
to accompany violent destructive action en stage following Ceres' 
words at the end of scene 7: 'Brûlons, ravageons tout'. In Atys
V 7 he writes a clumsy peasant dance for the first entree des 
corybantes and for the second entree, a chain of alternately 
characterised passages in contrasting metres. These movements, 
and particularly the last mentioned, show the dramatic nature 
of the choreography of the period.
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61 Atys T 7 Seconde Entree des Corybantes.
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The character dances, however, suffer more than any other 
category of his music, from the limitations of Lully's harmonic 
vocabulary. The libretti frequently call for entrdes of demons 
(Amadis II 6), phantoms (Persee III 4), infernal spirits 
(Alceste IV 3), and furies (Phaeton III 5). For these personnages 
Lully writes character dances consisting of a rushing semiquaver 
movement which fails to communicate any supernatural atmosphere, 
let alone horror or fear. These dances in another context could 
as well portray rapid movement, flight, or even mere bustle with 
no sinister implications at all. (In fact Lully actually uses 
the same music devised to depict Cadmus's fight with the dragon, 
in III 3, to accompany the abduction of Hermione in a cloud in 
IV 6.) It took Rameau and Gluck to add horror to such scenes - 
horror which they achieved by means of their wider harmonic 
vocabularies.
Lully uses the same idiom - scale passages and constant 
semiquaver movement - in the music designed to accompany and 
illustrate mechanical movement on stage. Here there is no 
inadequacy of technique: the rushing movement is a suitable
accompaniment to the flight of the machines - for example the music 
for the winds in the Cadmus prologue, Medee on her dragon winged 
chariot in Thesee V 6 , and the descent of Pallas in Bellerophon
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IV 7. Where he has to portray action rather than mood his 
style is apt and the instrumental movements, effective.
Alongside the dances, set and character, belong the lengthy 
chaconnes and passacailles which were designed for dancing, and 
are among Lully's longest musical structures. There are
five chaconnes: Cadmus 13, Thesee V 8 , Phaeton II 5, Amadis
V 4, and Roland III 6 . There are two passacailles: Persee 
V 8 and Armide VI. The majority of these are placed in the 
context of a divertissement. For example the passacaille in 
Armide takes place while Renaud is being entertained in Armide's 
enchanted palace. In Cadmus, the chaconne is played during the 
arrival of the Africans and the Giants. There is no difference 
between the forms named chaconne and passacaille in Lully's 
operas. The basses clearly derive from a common pattern, and the 
technique of the upper parts is similar. The movements are built 
not on continuous repetition of the square four or eight bar 
basses but on continuous melodic variation over the harmonic 
progressions implied by them. All these movements are 
characterised by the alternation of full (5 part) scoring and 
trio passages for wind. The Armide passacaille scores these 
trios alternately for flutes and oboes^. The chaconnes and 
passacailles are not among Lully's most interesting instrumental 
music. The most notable feature of these movements is their 
enormous length - 332 bars for the Amadis chaconne. The musical 
interest is subsidiary to the tour -de force of keeping such a 
structure aBLoat. Their function in the operas is solely to 
accompany spectacle and to provide the opportunity for extended 
dance programmes and spectacular processions.
(c) The Ritournelles and Preludes
The third category of instrumental music comprises the 
ritournelles and preludes which open most scenes and acts. The 
majority of these are designated ritournelle and are scored gl 
gl f4. In the last three operas the prelude, scored for normal 
five part strings, is more frequently found. There are a few
1 Part book by Etienne Roger, Amsterdam 1720. a 148 in the 
British Museum.
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three part movements called preludes but no five part movements 
called ritournelles.
There is good evidence to suppose that the three part
ritournelles were performed by two solo violins with basse
continue. The only evidence in the scores for this supposition
is, ironically, the appearance (in the first edition of the
printed scores) of the legend 'tous' or 'pour tous les violins'
above several three part movements in Phaeton, Roland and Armide.
The evidence of the music itself suggests that this direction
called for an exceptional scoring. There is a clear divergence
of style between these orchestral ritournelles and the shorter,
more intimate movements which make up the majority of the three
1
part ritournelles.
The three part ritournelles are very slight musical structure 
the usual length being between seven and twelve bars. (Occasion­
ally repeat marks are used, and in Thesee IV 3 the eleven bars 
of ritournelle are written out twice. It is conceivable that the 
ritournelles were regularly repeated - perhaps until a scene 
change were ready.) The music often consists of a single phrase. 
The upper parts are closely integrated with each other, usually 
opening imitatively, and crossing frequently. The bass is 
involved in the imitative texture too. In fact these miniature 
movements contain some of Lully's finest contrapuntal writing, 
and their style provides strong evidence for their performance 
by soloists.
We can group the préludes and ritournelles according to two 
dramatic functions. Some are miniature overtures, heralding 
important scenes or acts. Others are associated with specific
I Some support for the solo performance of these ritournelles 
is also afforded by the Music Master's catalogue of instruments 
necessary for a chamber ensemble in Le Bourgeois Gentilhomme
II 1: 'accompagnées d'une basse de viole, d'un theorbe et d'un 
clavecin pour les basses continues, avec deux dessus de violon 
pour jouer les ritournelles.' As this passage was written before 
the first opera, however, it cannot be taken as very high ranking 
evidence for the performance of a type of movement which did not 
then exist.
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characters, and play an important part in the characterisation.
A subdivision of this group comprises the ritournelles which 
share the melodic material of a following aria - the arias we 
have called 'integrated ritournelle arias' in chapter 7. The 
ritournelles which are designed to accompany stage action (for 
example ritournelle pour Mercure pendant qu'il vole Proserpine 
I 2) properly belong with the character dances discussed above.
Atys I 1 begins with a ritournelle (which has a genuine! 
overture function. It introduces material which is to appear 
in the ensemble 'Allons, allons, accourez tous' - material which 
recurs to unify the first scenes of this act. Lully does not 
normally use melodic material from within the act in an 
introductory ritournelle, however. Usually he attempts to 
introduce the mood of the subsequent scene. Thus the last act 
of Isis opens with a substantial orchestral movement, marked 
gravement. Its purpose is to set the scene for the solemn 
dealings cf Act V and to sum up the mighty ordeals of the fourth 
act: it is an apt introduction to lo's despair, and sufficiently
majestic to herald Junon's forgiveness.
.Ea 62 .1818 \T 1 ,
3
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The richest source of characterising preludes is Armide, 
where the series of instrumental movements depicts the whole 
range of Armide's character. To express Armide's power, Lully 
uses a style related to the first sections of his overtures - for 
example the prelude to II 5,
-— 4-
For more intimate emotions Lully builds his preludes on motifs 
which are associated in the subsequent recitative with specific 
verbal phrases: I 1, for example, quotes 'un jour de triomphe';
V 1 is based on Renaud's cry of 'Armide!' Perhaps the most 
moving of the Armide preludes is the expressive portrayal of the 
doomed Armide in V 5: Ex. 64. The constant flattening and
falling motion of this prelude is designed to show Armide's 
despair at Renaud's desertion.
Ex 64 Armide V  5 .
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The connection between Armide and Medee has already been made :
many of the ritournelles in Thesee are associated with the
characterisation of the enchantress - II 1, II 9, and III 6 for
example. In a completely different mood, the 'royal' préludes
throughout Bellerophon both characterise the king, and make a
link between the style of Lully's overtures and a fanfare for a
monarch.
Other characterising ritournelles occur singly in an opera.
Proserpine II 7 opens with a movement scored for c3, c3, f4
strings - two violas and a bass - to characterise the darker
tones of the underworld. Phiaeton IV 1 is scored for gl gl c3
and marked 'pour tous les violons' - the high pitch portrays
the brightness of the Sun King's palace. Lully's sensuous 'sleep'
preludes were popular in his day, as their frequent appearance
2as single items in various part books suggests. But just as 
Lully's strongest characterisations are those of his spurned 
lovers, some of his most effective ritournelles are the tense, 
intimate introductions to the soliloquies of these characters.
Théone's agonised
'Ah, Phaeton, est-il possible 
Que vous soyez sensible
Pour une autre que moy? ' (Pha'èton III 1) 
is introduced by an integrated ritournelle which simply transfers 
the first 13 bars of the air to three part strings. Similarly 
in Persee VI, Merope invokes death: 'O Mort! Venez finir mon
destin déplorable!' and the ritournelle is again based closely 
on the vocal phrase. In both these instances the vocal music 
clearly came first. Lully set the words to the most expressive 
rhythmic and melodic pattern he could devise which, when trans- 
fered to instruments, produced a strikingly individual instrumen­
tal style. The close liaison between words and music requires 
a performance of the ritournelles in every way as intense and 
intimate as the performance of the arias with which they are 
connected. These little movements demand a most expressive 
performance by two solo dessus de violon: a style of playing
as typical of Lully as the more celebrated precision and attack 
of the overtures.
1 See p. 5 ?
2 Thesee IV 2, Atys III 4, Roland V 2
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Part Two; Chapter Six
THE RECITATIVE
I Recitative in France before Lully's operas 
II The inception of Lullian recitative 
III The measured recitatives 
IV The accompanied recitatives
I Recitative in France before Lully's operas
Lully's recitative is the heart of his operas. It is 
among his most striking achievements, both in its originality 
and in its persistent influence after his death. In Rameau's 
operas it appears expanded and intensified but still recognisably 
Lullian. And a century after the period when Lully first evolved 
it, Gluck used the style as a still valid language in his 
Iphigénie en Aulide. Lully's recitative is far removed from the 
recitative in contemporary Italian operas. But it is also 
discontinuous with French recitative in the ballets de cour and 
even bears little relation to the recitative in Lully's own 
early ballets.
In the operas there is often no clear distinction of style 
between aria and recitative. There are even similarities of 
form between the two genres. Lully's conception of opera was 
of a continuous musical whole, and the style of each component 
is influenced by this aim. But although aria and recitative 
come so close as to be on occasions indistinguishable, Lully 
regarded thar dramatic functions as opposite. It is this 
definition of the function of recitative which divides his 
ballets and comedies-ballets from the operas. Through-put the 
operas Lully is committed to recitative as the prime vehicle for 
drama, but this commitment came gradually, and in his ballets 
he adopted a traditional view.
Lully did not create French recitative. It had been 
developing in the ballets de cour for a hundred years before he 
came to France. One of the earliest recorded ballets, Circe,^
1 Bibliothèque Nationale Reserve Ln 10436
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performed on October 15th 1581, contains a dialogue scene 
which is one of the first instances of what could be called 
recitative in French dramatic music.
Ex 65 Dialogue entre Glauque, et Teth.ys from C i ^ e
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This recitative is characterised by a melodic line which 
alternates between long melismata and rather stodgy slower moving 
passages in which the lengthened syllables and the stresses seem 
to have little to do with a natural declamation of the words.
The florid phrases are unappealing and directionless - and closely 
reminiscent of the melismata Lully was writing in his ballets 
80 years later. Ballets before Lully were the work of many 
composers; we know that Salmon, Beaulieu, and Baltazarini worked
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on Circe/ perhaps with others.
The chief development which separates the Circe recitative 
from the early ballets of Lully is the gradual influence of 
metre in both vocal and instrumental music, during the first 
half of the 17th century. The influence of Italian comedy was 
important in introducing a simpler, more metrical vocal idiom 
into France. Many troupes of comédiens came to Paris in these 
years, of which the most celebrated and probably the most 
influential was that of Giovanni Andreini, who first arrived in 
Paris in 1603. The plays they performed contained short airs, 
dances — and machines ; all of which reflected the modern style 
of Italian opera. This recitative from the Ballet d'Apollon, 
probably by Antoine Boesset^ shows clear signs of Italian 
influence, in the violinistic scale passage which decorates 
the opening octave leap, and the repeated notes — always rare 
in French recitative. (Recitative is almost always unbarred 
in the Philidor manuscripts.)
Ex 66 Antoine Boesset, Ballet d*Apollon
at le Monk
Ex. 67 by Pierre Gue"dron^ also shows the Italian repeated note 
style in a more dramatic context.
1 1587 - 1653
2 1565 - 1525
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67 Pierre Gu^dron , Ballet de Renaud 1617 .
Ho Ir ' es , oiu- tres Conji , &s Vt*"
3Z a
O&AS 2,C
The natural rhythm of the words is imposed on the musical rhythm. 
The passage is particularly interesting as being the ancestor 
of many invocations from Guedron to Gluck! But such dramatic 
passages are uncommon, and the early Philidor volumes record 
the development of a recitative functionally and stylistically 
identical to the short air;
f 68 Pierre Guedron, Ballet de Renaud
plus ' VA'
c k  ri' k w f
Far from being restricted to dialogues, 'recitative' became a 
universal term for short passages of vocal music whose words 
were only marginally necessary to the plot; and it is exactly 
this type of recitative that Lully wrote for his ballets.
For the earliest ballets we know him to have worked on - 
the Ballet de la Nuit (1653) , the Ballet des Proverbes and 
Ballet du Temps (both 1654) - Lully wrote no vocal music. His 
appointment was initially as an instrumental composer and he 
Seems to have made his mark rapidly in this field, before turning
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to the linguistic problems of recitative. Most ballets contained 
a mixture of French and Italian words. (There was a lively 
though precarious Italian culture in Paris and at court.^ A 
steady supply of Italian singers existed to perform the Italian
c
scores, and the situation was conducive to national rivalry and
aesthetic theorising.) Lully's earliest vocal settings were in
the Italian language and were naturally identical to air
and recitative as it was being used in Italy at that period.
It seems likely that it was not until 1657 that Lully set 
2French words. Examples 3 & 4 in Chapter One show Lully's 
early differentiation of the two national styles. Ex 69 shows 
a remarkably consistent development of the two idioms in his 
later work.
Ex 6g Récits, from Alcide et Polexandre
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The Italian recitative is a dance. The melody and its strong 
rhythm come before the words - and perhaps literally came before 
them. If Lully wrote the Italian words for this scene (and it 
was his custom to write the Italian scenes in many of his ballets) 
it is at least possible that he added them to fit his dance tune
1 See p. y
2 See p. |Z
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after he had composed it. Other Italian recitatives in the 
same work - notably the duet 'Cede vostro valore' - show a 
similar strong melody which dominates the words. The French 
recitative, on the other hand, shows by its halting rhythm and 
short phrases that Lully was attempting to make a declamatory 
setting of the words. But although the styles are widely 
differentiated, the functions are not; in both examples the 
context is indistinguishable from that of an air.
In the ballets which follow, Lully's French recitative 
becomes more fluently melodic, but retains the disjointed 
phrases which characterise his earliest ventures in the language. 
A high point of structural logic and dramatic expression is 
reached in the Plainte d'Ariane from the Ballet de la Naissance 
de Venus, 1665.^ [see Ex. 7o] Inspite of the Iitalianate 
chromaticism in the last line, this represents genuinely French 
recitative as Lully developed it in the ballets. But fine and 
expressive as it is, it could not be mistaken for a passage of 
recitative from the operas. The crucial difference is that of 
context; like all the recitatives in the ballets, this has the 
function of an air, a set piece, an interlude in the progress of 
the plot.
S e e  p  3 0
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Ex 70 Ballet de la Faissance de Venus
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II The Inception of Lullian Recitative
No mere development from this point,could have produced 
the dramatic declamation which appears in the operas as early 
as Alceste and which made passages from Armide material for 
critical analysis throughout the 18th century. Lully required 
a new impetus to enable him to use the basic materials of 
ballet in the creation of tragédie lyrique. Logically, he 
sought a fresh stimulus in the legitimate drama.
Passing encounters between great men of different spheres 
of action make a fascinating comment on the smallness of society 
in late 17th century France. Lully worked with both Racine and 
Corneille, giants of the spoken drama of the age. Or so called 
'spoken' - for Louis Racine (son of the dramatist) is one of 
several writers^ who comment on the carefully rehearsed declam­
ation of the Comedie française. He analyses^ the division of a 
play into set piece and dialogue and describes how a dramatist 
can mark a script so that an actor knows where to raise or lower 
the pitch of his voice and make the variations of speed required
3
by the author. We know that Racine coached, in particular, the
/actress Champsmesle in this way, writing indications of speed and
/inflexion into her part. It was Champsmesle whom Lully took as 
his model exponent of declamation. Many commentators record his 
frequent visits to the Comédie française to hear her, and his 
recommendations to his singers to do the same. Rather than the 
suppositions and inferences which guided the Florentine camerata'5 
pearliest experiments with recitative, based as they were on 
hypotheses about classical Greek drama, Lully derived his 
recitative from the speech patterns imposed by a single contemporar 
dramatist on one leading actress of his company. This contrast is 
significant; theory played small part in Lully's artistic characte
1 See Le Cerf op cit III 188
2 Louis Racine, Traite de la poesie dramatique, Paris n.d.
3 Du Bos, in Reflexions Critiques Paris 1719 I p 442 & 465, 
suggests that Molière, too, experimented with the use of signs 
and symbols to indicate pitch and rhythm.
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To understand why Lully found more practical help in 
Racine’s spoken alexandrines than in the recitatives of Cavalli's 
Serse and Ercole Amante it is necessary to recognise a crucial - 
as far as recitative is concerned - difference between the French 
and Italian languages. Italian, like English, has a fixed stress 
or tonic accent; this means that to write a natural rhythm to a 
given sentence, particularly in a poetic metre, would produce 
a degree of inevitability in the result so that only one barring 
would sound 'correct'. The French language has no inately stressed 
syllables.^ Many rhythmic interpretations of a text are possible.
Unimportant words can^take strong positions in the bar;
1 G0 g»
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We can well understand that a musician - and a foreigner who
reputedly never lost his Italian accent - might seek literary
guidance! There are indications that Lully's obsessively accurate 
rhythmic notation was not always perfectly observed in performance. 
Grimarest cites this phrase from Atys -
j  j ' .  f  I j
E b vous yyie L o iS S e r a ^  w io U - ftC ^
and comments ; 'celui qui chante prend de la note de la premiere
silabe pour mettre sur la seconde, afin de donner plus de justesse
à son expression. Et il est si vrai que l'on doit en user de cette
manière dans les endroits passionnes, que l'on n'y doit point battre
la mesure, parce que l'Acteur doit être le maître de son chant.
Grimarest was, however, a theorist, and was attempting in this
chapter of his treatise to show how far Lully's recitative conformée
to his theories.
1 Attempts by the writers of vers mesure - Balf and de Courville 
circa 1571 - to impose Greek metres on French poetry were 
singularly unfruitful musically.
2 Grimarest, Traite du Récitatif, Paris 1707, p 218-19
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There is another reason why Lully would in any case try to
show that his recitative derived from Racine rather than from
Rossi and Cavalli: since the performances of Cavalli's operas
in 1660 and 1662, and in no small way because of these performances 
the stock of Italian music in France was on one of its periodic 
plummetings. Italy was at this period associated with expense, 
ambition, and vice. The singers were detested and in the spate 
of poison trials which unnerved Paris in the second half of the 17t 
century, Italian peddlers of arsenic were always suspected; 
homosexuality was widely referred to as the 'Florentine vice' 
long before Lully's practices had become a bye word - 
'Mais enfin je ne puis sans horreur et sans peine 
Voir le Tibre 'a grands flots se mesler dans le Seine,
Et trainer a Paris ses momes, ses farceurs.
Sa langue, ses poisons, ses crimes, et ses moeurs.
Et chacun avec joie en ce temps plein de vice
1
Des crimes d'Italie enrichir sa malice .....'
Lully would not have become a naturalised Frenchman in 1661 had 
not popular opinion been flowing against the Italian artistic 
invasion. And what better method of demonstrating his new 
patriotism than be developing an essentially French genre of 
recitative?
Because the salient factor which divided French recitative 
from Italian was rhythm, it is on this aspect that Lully 
concentrated. (His melodic line is not crucially different from 
that of Italian recitative: although the more violently expressive
intervals are thinner on the ground in the French style, they 
express the same emotions in the two languages.) Lully's obsession 
with rhythmic declamation was well known in his day and much dis­
cussed in the decades after his death. It formed the basis of his 
singing method, and peculiarities in his notation (inspite of 
Grimarest's comment on the Atys quotation) reflect his preoccupatior 
with the exact realisation of his ideas.
Lully's recitative is set in a predominantly syllabic style. 
(The melisma, the roulade, the prolonged division were thought 
to be intrinsically Italian and were therefore avoided in French
1 Boileau, Premiere Satire
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opera - unless to illustrate a handful of words: 'tonnerre',
'chaînes' etc.) All contemporary commentators agree that its 
speed was striking and produced a time scale in the recitative 
scenes comparable with the pace of spoken drama. This gave a 
sense of realism to the dialogue: '1 'acteur qui execute n'a point
de peine, il se plait a chanter ces endroits; et celui qui 
écouté ne perd point le sentiment, et jouit en même tems du 
plaisir d'entendre d'excellente musique: il la saisit dès la
X 1première fois qu'il l'entend, parce qu'elle est dans la nature.'
The tradition of lively and intense delivery seems however 
to have been shortlived. Du Bos, writing in the early decades 
of the 18th century, laments the lost tradition: 'Ceux qui ont
vu représenter des opéras de Lulli, qui sont devenus le plaisir 
des nations lorsque Lulli vivoit encore, et quand il enseignoit 
de vive voix a des Acteurs dociles ces choses qui ne scauroient 
s'écrire en notes, disent qu'ils y trouvoient une expression 
qu'ils n'y trouvent plus aujourd'hui. Nous y reconnaissons bien 
les chants de Lulli, ajoutent - ils, mais nous n'y retrouvons 
plus l'esprit qui animoit ces chants* Les récits nous paroissent 
sans âme et les airs de ballet nous laissent presque tranquilles. 
Ces personnes allèguent comme une preuve de ce qu'elles disent 
que la représentation des opéras de Lulli dure aujourd'hui plus 
long-temps que lorsqu'il les faisoit exécuter lui- même; quoy 
qu'à présent elle dut durer moins de temps, parce qu'on n'y 
répète plus bien des airs de violon que Lulli faisoit jouer deux 
fois. Cela vient selon ces personnes de ce qu'on n'observe plus 
le rithme de Lulli que les acteurs altèrent, ou par insuffisance 
ou par présomption.'^
Evidence of recitative which could be delivered at speed is 
on every page: this dialogue from Cadmus demands a fluent
performance. There are no lush harmonies to linger over, and 
no forceful vocal intervals to produce. The effect is an undig­
nified chattering which, it is irresistable to believe, was wholly 
intentional. Lully's treatment of goddesses is always undignified 
to the point of being libellous, since they were often identified 
with Louis' mistresses - a fact which added zest to the characters
3
isation of their jealousies, as Quinault discovered to his cost.
1 Grimarest op cit p 205
2 Du Bos op cit (1719) I p 583-4
3 See p. %
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The fast moving syllabic setting has one great trap into 
which Lully occasionally falls: it can all too easily become
dominated by the anapaestic rhythm -
l ln n  V a l , U l i f u ' J  i.ntr, i w i p o r K i - n <  h ru - jc u .r s  H i  castre
Some excessively monotonous anapaestic passages occur in the early 
operas, though we have evidence that Lully was aware of the danger, 
for in his first opera he exploited the rhythm to comic effect in 
the role of Arbas.
Ex 72 Cadmus m  3 .
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It is the predictability of the anapaest that produces the comedy - 
though Lully could hardly avoid using this rhythm for the words 
'au secours' even when writing in a tragic context.^
Lully's recitative looks complex on the page. The time
2 3signatures change from C to g (twice as fast) to 3, and ^» The
variations in metre can be shown to arise from the irregular line
lengths Quinault wrote in preference to the alexandrines of
spoken tragedy, (though frequently changing time signatures are
typical of early French recitative.) , . ^ ^
2  j j) f  f  r  ;  /  f i i J  J ; M  r  ^ ,^7 .
i f f  j r  ;  s r  f  r
Te, rt'(U)|9Î ' c lù r &  fou pi
Irregular lines were traditionally used in the ballel'^^tttS^i:' 
'Les Vers libres de mesures inégalés .... ne contribuèrent pas 
peu a faire réussir ces actions par la liberté que l'on eut
d'en faire de cette sorte au lieu des Vers Alexandrines ....
On connut que ces petits Vers étoient plus propres pour la musique 
que les autres, parce qu'ils sont plus coupez, et qu'ils ont plus
»
- 1er,
de rapport aux Versi Sciolti des Italiens qui servent a ces 
2
actions.' Lully also uses changes of time signature to ease the 
recitative into the metre of an ensuing aria a bar in advance:l/JI {litfl «ittd ,ir£ |£.it jL- I
3 J, 7 f f  f  f f  J  J I J J ] II J
and this device shows Lully's concern with representing both 
the flow of natural speech, and musical continuity.
Ill The measured recitatives
Lully's recitative has another aim, however, appropriate to 
a declamation based on Racinian delivery. Lully varies his free
1 Compare Alceste I 7.
/
2 C F Le Menestrier Des Representations Paris 1681 p 210
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rhythms, and avoids the banality of the anapaest, with phrases 
of measured recitative which appear at particularly expressive 
or emphatic moments. The function of these phrases is comparable 
with that of the brief ariosi in early Florentine opera. Lully 
however writes expressively not by means of a melismatic flowering 
of the vocal line, but by imposing a quasi-instrumental rhythm on 
a verbal one. We find in effect a phrase from an aria in the 
middle of a recitative scene:
Ex 73 Cadmus I 1 .
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We are on the borderline of aria here, Lully writes most 
of his serious or tragic monologues in recitative because it 
was for him a weightier medium than aria. But he often uses a 
phrase of measured recitative to give a structural and psycholog­
ical unity to an extended soliloqi^y. In the opera-ballet Psyche 
III 3, Psyché has discovered that her invisible lover is Love
himself. Her rapture at the discovery is reflected in the three
edtimes repeated measurag recitative:
'Si le plaisir d'aimer est un plaisir extreme.
Quels charmes n'a-t-il pas, quand c'est l'Amour qu'on aime?' 
This repetition imposes a basic rondo form on the lengthy 
recitative. Similarly in Cadmus II 4 where Hermione cannot tear 
herself away from the thought that it would be better for Cadmus 
if he had never seen her. Her monologue is unified by the 
recurrent metrical phrase,
'Ah, Cadmus! Pourquoy m'aymez vous?'
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There are many passages in the operas which consist of one 
strong, memorable first line, followed by a recitative episode 
with a reprise of the first line. It is a matter of opinion 
into which category one assigns the passage - reprise aria or 
recitative. Lully reserves these measured/free recitatives (or 
declaimed arias) for his main characters. In the early operas
at least, Lully regarded the air as a lightweight form, suited
chiefly to confidants and comic characters. This compromise 
with recitative is his own solution to the problem of providing 
a language sufficiently dignified for his protagonists and 
sufficiently organised to bememorable. Lully, inf fact, was not 
capable of writing extended melodies or sequences of balanced 
melodic phrases: but whether or not these hybrid passages are
an acceptance of his own limitations, they are a powerful addition
to the media of operatic expression: See Ex. 74
Recitative, partly free, partly measured, is the mainstream 
of music, in which the fact-conveying dialogues, the great 
dramatic moments, the soliloquies and monologues are normally 
written. One of the most dramatic actions in the whole series of 
operas, the death of Stenobee in Bellérophon, is depicted in this 
unelaborated style. Similarly, the great farewell duet in Alceste 
II 8, Armide's famous dream monologue, and Medee's psychologically 
penetrating soliloquy 'Doux repos' are all written in recitative. 
French opera was still in a state of innocence, comparable with 
Italian opera perhaps fifty years earlier, from which it had not 
yet been seduced by the anti-dramatic aria. Unaccompanied 
recitative, before aria has presented a serious challenge, is a 
style of much greater potential for drama than it can ever be in 
a 'reformed' state, after aria-centred opera has held sway. For 
the total characterisation of Egée Lully requires no more inflated 
medium than this short passage: See Ex. 75
The vocal line is very eloquent. Rhythmically it moves fluently 
without any striking effects until 'c'est peut-être un peu tard' 
when the anapaest is conspicuous, making this a complacent, some­
what pompous phrase which serves to throw into relief the more 
endearing self-doubts and greater passion of 'Je ne suis plus au 
tems'. The last three bars are masterly. 'Mais' is given the 
longest note in the passage - it is a big 'but'I - and the 
resolution and majesty of the ageing king are perfectly portrayed 
in the rising cadential phrase. Lully uses sequence comparatively
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rarely and this example illustrates an extreme of emphasis. The 
limitations and effectiveness of Lully's harmonic vocabulary are 
also shown in this passage. The static harmony at the beginning 
turns to the relative major at 'un destin plus doux' and to its 
dominant, the military key of C major, for 'affermy par les 
armes.' The absence of harmonic change at Aegle's entry is 
worth noting. Aegle is astonished at the king's proposal. She 
has been thinking only of Thesée. Her surprise has to be expressed 
in an isolated top note with no support from a change of chord 
colour: the strongest harmonic impulse is reserved for 'Mais
je suis roy' and the scheme of harmonic movement keeps the 
attention focussed on Egee.
IV The accompanied recitatives
It is hard to imagine recitative more expressive than this 
without the addition of orchestral accompaniment. Lully's orches­
tral style, however, was not sufficiently developed for him to 
use specifically accompanying textures in his orchestral airs and 
recitatives. His instrumental music is basically in two parts, 
for the apparently five part score is in fact nothing more than 
a treble and bass with written out, continuo-function, harmonic 
support. The inner parts in the so-called five part texture in 
no sense accompany the melodic line - they merely move parallel 
with it. For Lully to create recitative in which the orchestra 
could make a distinct contribution, a problem of texture has to 
be overcome.
In Ex. 76 he solves it by making the voice alternate with 
three part string writing, ^ee Ex. 76T1 The upper parts of this 
passage would probably have been played by two solo violins, 
creating an effect of intimacy and solitude. Lully does not 
melodically integrate the instrumental material with the voice - 
other than by echoing the Purcellian diminished fourth at 'mon 
malheur extreme' in the next instrumental episode. He relates the 
violin parts rhythmically to the voice, however - reiterating the 
powerful cadence 'il ne reste plus qu'a mourir' in the middle
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ritournelle (not quoted). The movement is a dialogue between 
Belldrophon and the orchestra. The orchestra reinforces and 
intensifies the mood of despair. But the vocal line is dominant - 
the instrumental episodes do not portray anything that is not 
expressed more fully in the vocal part.
In many of Lully's accompanied recitatives, on the other hand, 
the voice is subordinate to the orchestra. The words merely 
define the mood or action depicted more fully in the instrumental 
passages. In Amadis II 6 - 'Esprits infernaux il est temps' - 
the voice enters in the tenth bar of a lively orchestral gigue, 
doubling the bass line. Arcalaus's single line of recitative 
invokes 'plusiersademons souslla figure de monstres terribles' 
and the orchestra depicts their antics - the vocal line is in fact 
dispensible. A similar use of accompanied recitative occurs in 
Bellerophon II 6 where Amisodar's words 'Que ce jardin se change 
en un disert affreux' are the equivalent of a stage direction: 
like Arcalaus's, his command sets the magic in action, but the 
orchestral passage is self-sufficient to portray the transformation 
scene enacted on stage.
Lully's most mature recitatives combine the independence of 
the orchestra with more significant vocal material. Roland's 
soliloquay in IV 2 of Roland is one of the most moving accompanied 
recitatives Lully wrote. The opening orchestral prelude appears 
at first sight to be merely descriptive - it is a strikingly 
beautiful evocation of the peace of the magic grotto where Roland 
awaits Angélique. He has been deceived into thinking that she 
returns his love and for the first time in the opera he is pres­
ented as the happy lover. It is his happy confidence, or rather 
the breaking of, it, that is the dramatic point of the scene.
Lully identifies his state of mind with the peace of the visual 
scene when he gives Roland the phrase 'Que ces gazons sont verdsl 
'Que cette grotte est belle.' ' and builds up the ironie potential 
of the scene further when he assigns Roland an upper part: for
almost the first time in the opera Roland sings a line which is 
independent of the bass. The continue arias which he sings in 
the earlier acts are the hallmark of the unsuccessful lover, and 
this upper part - its melodic nature is stressed because it first 
appears in the dessus de violon line in the prelude - is one more
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device by which Lully creates his psychologically just portrait
of his protagonist. In this recitative the orchestral music
and the voice work on equal terms to express the dramatic situatioi
Grimarest^ defines recitative as that which cannot be 
removed from context without damaging the whole. In other words 
it is an essential part of opera. Perhaps it is the only 
essential part of Lully's operas: the part it plays is so 
consistently relevant to the unfolding of the drama. The style 
Lully evolved was his own creation, the language he devised for 
his kings and heroes. Bringing together practices from both 
ballet and spoken drama, Lully's recitative reflects the eclectic 
nature of opera; and the fact that the bringing together was the 
work of one man alone demonstrates Lully's decisive contribution 
to its development.
1 Grimarest loc. cit.
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PART TWO; CHAPTER SEVEN
The Arias
I Binary form arias 
II Reprise arias 
III Arias with ritournelles 
IV Instrumentait/ accompanied arias 
V Other aria forms: dialogue arias, ground bass arias
The history of the development of opera is the history 
of the development of the aria. From its earliest decades opera 
has shown a constant tendency for music to interfere with the 
time scale of the action at certain points: to expand a single
moment in time in order to express an emotional state, to expound 
a character's thought processes, or to enhance the effect upon 
the senses of the visual scene. This musical digression results 
in material which fulfills the function of aria. Aria is 
naturally a changing musical form reflecting the styles and 
structures of contemporary non-operatic music. But its function 
is constant and arises from its relationship with recitative.
Even opera which is as recitative-centred as Lully's contains 
aria moments : during the dozen years he composed operas the
arias increase both in frequency and length. And this illustrates 
the relationship between the development of aria and the develop­
ment of opera, for it is always true that within any nne phase 
of operatic history the tendency is for aria to play a growing 
part in the structure of opera.
Two main aria types were used by Baroque composers, one based 
on tonality, the other on melodic construction, respectively binary 
and reprise forms. Lully uses both in his operas but while binary 
form remains at a fairly primitive stage in his arias, reprise, 
chiefly in the guise of da capo arias with ritournelles, were one 
of his most significant developments.
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I Binary form arias
The arias in Lully's early operas - up to Persee  ^- are 
very slight structures, barely differentiated from recitative; 
and where there are differences, these show the arias to be less 
dramatic, less powerful music than the recitative. Lully's 
early binary form arias derive not so much from the strange mix­
ture of vocal sophistication and primitive tonality of the airs 
de cour, as from the slight but clearcut musical statements of the 
brunettes, or popular songs. This derivation illuminates the 
function of the aria in Lully's early operas. In these works the 
chief protagonists sing almost exclusively in recitative. The 
air is by implication a lightweight medium and it is assigned to 
comic characters and confidants. In Cadmus Lully recreates the 
popular song in an air for Charité - '[_a peine d'aimer est char­
mante'^; and in Alceste a similar piece is assigned to Cephiset
' - .  ^ i
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This unassuming movement is constructed a little more consciously 
than the average brunette. A modulation to the dominant underlines
1 1682
2 Cadmus I 3
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Cephise's change of heart and a rising sequence reinforces the 
effect of her characteristic plea. 'Est-ce ma faute?' This 
through—composed air has many features of binary form, including 
the developmental feeling of the second section.
At the same time Lully was writing arias in a more clearly 
bi-partite form.
EX' 78 Alceste Prologue-.
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This aria has an obvious mid-point cadence in the tonic but the 
second half starts off in a related key. Lully's somewhat primi­
tive feeling for key relationships is often manifest in these 
early binary movements. The central modulation is frequently made 
to the supertonic (the dominant of the dominant) or to the
1 Compare binary form in the dances, p.
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flattened seventh - this latter progression being usual in a minor 
key where the new key is the dominant of the relat^ive major. ^
This overshooting on the sharp side may well have been designed 
to provide Lully with an ever flattening melodic line in the 
second section: his attraction to such progressions has been
noted on p.|08
Lully's setting of the text does not always clarify the
structure of his arias - or even coincide with the musical form.
 ^ / 2 In Aegle's aria, 'J'avais toujours brave' the text alone indicates
an obvious binary division of the material:
'J'avais toujours brave l'Amour et sa puissance.
Avant que d'avoir vu ce glorieux vainqueur.
Mais la Gloire et l'Amour, tous deux d'intelligence 
Ne sont que trop puissants pour vaincre un jeune coeur.
Mais la Gloire .... etc. '
But by repeating the repeated couplet to new music Lully has 
arrived at three eight bar phrases, the first two ending respect­
ively on and in the dominant. It is possible that Lully regarded 
the binary air as too dwarfing a structure for his heroine - it
3
is the only aria she sings - and amplified what he regarded as 
a trivial form to allow Aegle more space in which to develop her 
avowal of love for Thes^e.
The airs so far discussed are all pre-binary in structure, 
forerunners of the basic instrumental movement of the late Baroque 
age. They all show elements which Lully later incorporated into 
his larger movements; in Ex. 77 the cadence in bar 10 is a nice 
balance of verbal cause and musical effect, but bars 11-14 const­
itute a coda rather than a second half. In Ex. 78 all melodic
1 e.g. Thesee I 5 - g minor/ F major, and II 2 - a minor/G maj.
2 Thesee III 3
3 In Cadmus Hermione sings^only two arias and Cadmus none at all. 
In Alceste, Alceste and Admete have one each. In Thesee, Thesee 
has two, and Aeglé one. These are in the context of a total of
19 airs in Cadmus, 29 in Alceste, and 26 in Thesée. Lully's 
sparing use of arias to characterise his protagonists is striking 
and is, I think, unparalleled in the work of any other composer 
since the early Florentine pioneers.
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interest is sacrificed to the force of the key change at the 
double bar - in the subsequent bars Lully moves clumsily back 
to his tonic. Every musical quality in this air is subordinated 
to the one patriotic and loyalist 'ahl' 'J'avais toujours brave' 
is a much more mature aria; the modulations are convincing and 
the melodic line is particularly expressive throughout. The 
verbal repetition is ignored, for the movement clearly divides 
after the first statement of 'Mais la Gloire', the binary frame­
work being concealed for the dramatic considerations mentioned 
above.
II Reprise arias
The vast majority of airs in the first five operas are binary 
(and only a handful of binary airs appear in the mature operas).
As Lully gradually allows his principal characters to sing airs, 
he uses forms more closely linked with the dominant medium of 
recitative. Lully's recitative is often organised on a simple 
rondo plan; rondo structure was the basis of all Lully's 
extended forms. The reprise air is more significant in Lully's 
output than the binary air both because it makes a substantial 
advance towards the late Baroque da capo aria and because it 
reflects Lully's most characteristic formal process.
Reprise arias appear in two forms; the simple reprise or 
da capo air, and the series of reprises which constitute early 
rondo form. This is essentially a melodic form. (Lully sometimes 
modulates for his episodes but not regularly or consistently in 
any definable plan.) The da capo air goes through several stages 
during Lully's development of it. An early instance of the 
simplest type is Ex. 79. Lychas is a minor character, witty 
rather than comic, but still indisputably lightweight. It is 
dramatically significant that Lully uses a da capo rather than 
a binary aria here; the aria has no nonnection with the brunette; 
Ce'phise, in Ex. 77, is being apparently 'artless' and is given an 
almost unstructured form - but Lychas has the self-consciousness 
of the deliberate wit, and Lully gives him a self-conscious form 
accordingly. The Italian form and the Italianate word painting
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both mocky Straton, who is Lychas's rival, and a would-be serious 
lover. It is worth noting that Lully takes the first phrase 
of the aria from a line in the preceding recitative. This is 
not a typical occurence, though Lully sometimes opens a scene 
with a phrase of recitative which later becomes the opening line 
of an aria.^
An extension - though not a development - of Lully's early 
da capo aria is the rondo. The airs in old rondo form almost all 
occur in the Prologues - and in the prologues to the early operas 
at that. The rondo air clearly derives from the somewhat random 
reprises of chorus and dance which constitute extended form in 
the prologues. The aria 'Le Héros que j'attens' from the pro­
logue of Alceste shows the comparatively sprawling form of the 
rondo air. The rondo tune itself is ternary, a miniature reprise 
air of 4+5+4 bars. It is sometimes only the first four bars of 
this tune which return. The movement runs thus:
1 e.g. Atys I 4 where Sangaride sings 'Atys est trop heureux' 
in her opening recitative and subsequently turns it into the first 
phrase of a da capo aria.
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Rondo tune (4+5+4, bars) a minor
Episode I (4+5 bars) e minor
Rondo tune (4 bars) a minor
Episode II (4+5 bars) G, F, and C major
Rondo tune (4+5+4 bars) a minor
(Bruit de Guerre for trumpets in C major)
Episode III (5 bars) a minor
Rondo tune (4 bars) a minor
Episode IV (5 bars) G major, a minor
Rondo tune (4+5+4 bars) a minor
This movement shows two of Lully's typical tonal processes: 
the rather extravagently flattened key of F major in Episode 
II and the juxtaposition of a minor and G major mentioned 
above. The fact that this air swallows whole, as it were, the 
Bruit de Guerre is characteristic of the loosely constructed 
forms of the prologues, in which arias sometimes encompass dance 
episodes and recitative.
Ill Arias with ritournelles
The basic material of Lully's operas was a wealth of 
disparate elements, and Lully must have realised that the simple 
rondo structure was an unsatisfactory way of relating them - 
since it did not in fact relate but merely juxtaposed. The idea 
of integrating his orchestral and vocal forces by writing a move­
ment in which they share the same material is present in the 
earliest operas. In Cadmus V 3 and Atys IV 5, for example, dance 
movements are both sung and played (and usually in that order: 
movements in which the dance is first played by the orchestra and 
then sung as an air are much less frequent.) Nor were dance 
movements the only contexts in which voice and orchestra shared 
the same material. There is a rondo aria form exclusive to the 
prologues which appears closely to foreshadow the ritournelle arias 
of the mature operas. 'Revenez, renenez' from the prologue of 
Thesee is an example of this type. The ritournelle (Ex. 34) 
opens with what is to become the first vocal phrase, though it is 
developed instrumentally^&hAMost unusual among Lully's 
ritournelles, it returns within the rondo aria - which in this 
instance is a loosely knit structure of air and recitative.
Lully only writes this type of aria in the prologues, however, 
and it is not until the mature opera Persee, a turning point for
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Lully for more reasons than this, that he writes an aria for a 
major character with an introductory instrumental ritournelle 
melodically integrated with the aria.
These arias, and they are many in the later operas, are 
usually found at the opening of a scene or act - perhaps because 
this is the normal placing for the ritournelle. Lully attached 
integrated ritournelles to both his aria forms, binary and 
reprise, but the vast majority of arias with ritournelles are 
reprise arias. There is good reason for this: the ennunciation
of the first vocal phrase by instruments gives the material added 
significance - we expect a return to it, and in the absence of a 
repeat of the ritournelle (a much later development) the vocal 
reprise satisfies our expectations.
The ritournelle arias are usually soliloquies. Always 
assigned to major characters, they tend to express mental torment 
and indecision, the middle section of the aria putting forward 
the opposite point of view from the reprise material. (Though 
Quinault sometimes>allows a character to come to a conclusion 
during the course of an aria: in Persee I 3 Merope begins her
ritournelle aria with the words 'Ahl je garderay bien mon coeur, 
si je puis le reprendre' and after attempting to free herself 
from the fatal attachment in the middle section, she concludes 
(to a reprise of the opening) 'Ahl j'ay trop engage mon coeur.
(Je ne puis le reprendre.')
An example from one of the middle period operas shows several 
characteristics of the type. This aria occurs at the opening of 
Act III: Theone expresses her suspicions of Phaeton's betrayal.
The middle section is clearly related to the style of measured 
recitative discussed on p j’7- I • The vocal setting seems pre­
dominant - it looks likely that Lully composed the aria before the 
ritournelle* which repeats exactly the outer sections of the aria. 
There are in fact no ritournelle arias in which we can show that 
an instrumentally conceived prelude has shaped the setting of the 
words, and this confirms all we know about Lully's attitude to the 
primacy of word setting in opera.
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Some arias of this type in the late operas show the 
elimination of the recitative style in the middle section.
'Bois Epais ’ easily the most famous of all Lully's 
shows no trace of recitative in its vocal line. This aria is 
not entirely typical of the late period, however. It is unusual 
in being a ritournelle aria in binary form. And it is possibly 
one of the few pieces that Lully can be shown to have borrowed 
from another composer: there is an air de cour in a manuscript
X 2
collection in the Bibliothèque Nationale which shows a distinct 
kinship with 'Bois Epais'—
Ex 81 (a) Air de Cour by Lambert, (b) Amadis II'4.
-fi
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Lambert's air is in rondo form, and the repetition of the first 
four bars of bass line under the first four bars of the melody
1 Amadis II 4
2 Bibliothèque Nationale Vm^ 501
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virtually implies an integrated ritournelleI It is of course 
impossible to suggest whether Lully was paying his father-in- 
law a deliberate compliment by transforming his air into a large- 
scale aria, or whether his memory of it was unconscious. But 
it does mean that any stylistic inconsistency in this aria need 
not be taken into account in deducing the development of Lully's 
aria style.
In the last three operas (Amadis, Roland, Armide) a handful
of arias occur in which the ritournelle returns at the end of
the vocal movement. Lully does not appear to have regarded this
as a particularly significant step; certainly he does not reserve
the form for specially weighty arias. Oriane's 'A qui pourrais
1 ■j'avoir recours?' is a slight, 12 bar structure - it seems an
unlikely choice to dignify with the reprise of the ritournelle.
Lully may have been influenced by considerations quite other
than the development of aria form: perhaps he had to allow
time for some stage movement before Oriane resumes her monologue
in recitative. Renaud's celebrated air 'Plus j'observe ces 
2
lieux' is on an altogether more substantial scale. The 
ritournelle, which returns in full at the end of the lengthy 
aria, does not state the melody of the vocal line but develops 
the characteristic flowing quaver movement which runs through the 
bass of the aria. The ritournelle has the function of a tone 
picture of the river scene, the beauty and peace of which is the 
subject of Renaud's meditation: the objective quality of the
aria has generated a new kind of ritournelle. Like 'Bois Epais', 
this aria is far removed from the recitative-like style of the 
more introspective arias.
One final development of the ritournelle aria remains. It 
cannot be called typical of Lully for he wrote only one example 
of it in the operas. It is however historically significant since 
it foreshadows a type of late Baroque aria: See Ex. 82. In
this aria the integrated ritournelle returns within the aria 
(it does not reappear at the end) after the opening statement by
1 Amadis IV 2
2 Armide II 3
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the voice of the head of the melody. Although the aria is 
orchestrally accompanied throughout, the middle section reverts 
to a recitative style, with disjointed phrases and changing 
timesignatures. This seems to imply that Lully still regarded 
recitative as his most expressive idiom, and even while con­
structing this comparatively intricate aria form, he was concerned 
to have the more impassioned words declaimed in a style scarcely 
more developed than that of the protagonists' soliloquies in 
Cadmus.
IV Instrumentally accompanied arias
In Ex. 82 the orchestra accompanies the voice throughout 
the aria. The proportion of orchestrally accompanied arias ia 
Lully's operas is small. In the earlier operas he tends to use 
instrumental accompaniment for special effects; the orchestra 
is not used as a mere amplification of the normal continuo 
accompaniment, but as an expressive medium, able to illustrate 
for example Vulcan's forge in Psyche II 2,a magic transformation 
scene in Bellerophon II 6, or the spell with which Mercure charms 
the Gorgons in Persee III 2. This latter aria employs three- 
part strings throughout in material which is quite independent of 
the voice. While Mercure sings, the instrumental parts efface 
themselves in inconspicuous support, but in the episodes they 
take up the flowing movement which depicts the sbep-inducing 
charm.
Lully uses another very specialised form of accompanied 
aria in which the voice doubles the bass, and a pair of violins 
play continuously above. This has a crude vigour which Lully 
harnesses to his scheme of characterisation; it is an aria type 
which is invariably associated with the unsuccessful lover. In 
the early operas it is used quite mechanically: in Cadmus Lully
assigns the continuo aria 'II faut que votre destinée'^ to the 
Giant who competes hopelessly for Hermione's love. And when in 
Alceste Licomede sings 'Quand on est sans esperance, on est 
bientôt sans a m o u r i t  is this form of aria which underlines 
his words.
1 Cadmus I 5
2 Alceste I 5
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In Thesee Lully's convention begins to acquire subtlety. When 
Egee sings 'Faites grace a mon age'^ the audience cannot at this 
point in the plot be sure that he will fail to win AegleT -other 
than by decoding the implications of the continuo aria. Undoubt­
edly Lully's most skilful use of the characterising potential 
of this form is in his portrayal of Roland; having built up 
his character in a series of continuo arias in the early acts, 
Lully creates a situation of breathtaking irony when he assigns 
Roland an upper part in Act IV at the point at which Roland 
believes his suit to be successful.
The accompanying instruments in this aria form are not 
inevitably violins. The ravishing Plainte du dieu Pan in Isis  ^
is in fact a rondo plan recitative in which Pan (singing 
independently of the bass) holds a dialogue with a pair of flutes 
representing the voice of Syrinx who has been metamorphosed into 
a reed. The recitative is followed by an aria - a continuo aria, 
for Pan is now singing 'Les yeux qui m'ont charmé ne verront 
plus le jour' - and the flutes continue as the upper parts. Pan's 
loss being reinforced by the fact that he now sings in unison with 
the bass.
1 Thesee I 6
2 Isis III 6
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V Other Arias; dialogue arias, ground bass arias
It remains to examine some other forms in which Lully 
occasionally casts his arias. In the earlier operas - 
particularly Atys, Isis and Proserpine - Lully often constructs 
a scene, usually between confidants, which is simply a chain 
of arias with no intervening recitative. Here the arias have 
the function of recitative, since actual dialogue is carried 
out during them. This construction derives from the pastorals 
of Lully's contemporaries, particularly Cambert, which often 
comprised nothing but a sequence of airs and dances.
Lully usually creates correspondences between the airs in 
such a sequence to make a larger unity. He relates the airs 
either verbally, rhythmically or even occasionally melodically. 
Isis III 6 contains a pair of related airs forming one 'dialogue 
air', for the unity is strong. Quinault played a major part 
in balancing opposing statements;
Syrinx; 'Ah! quel malheur
De laisser engager son coeur!
Pourquoy faut-il passer le plus beau de son age
Dans une mortelle langueur?.....
Pan; Ah! quel dommage
Que VOUS ne sachiez pas aimer!
Que VOUS sert-il d'avoir tant d'attrais en partage
Si vous en négligez le plus grand avantage?....... '
There is some melodic unity between these two airs. Syrinx's 
opening words are set to a motif identical with the opening of 
Ex. 82 p.lS9 They turn characteristically to the subdominant 
and are answered by Pan's exclamation in the tonic. But Lully 
does Dot pursue any further similarities. And there is no 
evidence to suggest that he intended to create any greater degree 
of unity in any other aria dialogue.
Ground bass arias are rare in Lully's operas in comparison 
with the extensive use of this style in Italian opera. Ex. 84 
shows a conventional four bar ground which is repeated ten times 
in the course of the aria.
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Interestingly, however, this ground also makes an appearance 
before the aria begins, underlaying Cassiope's line of recitative, 
This device recalls the many instances when Lully integrates 
the bass line of an aria with the preceding recitative, and it is 
yet another indication of Lully's aim to achieve continuity 
between the styles of aria and recitative, making a structural 
link wherever possible. The appearance of the ground under 
Cassiope's recitative actually conceals the beginning of Myope's 
aria. This informality of context occurs with other ground bass 
arias, and we can deduce that it was not a form which Lully was 
concerned to develop - perhaps because of its self-isolating 
style, or perhaps because of its intrinsic Italian connotations. 
An even more Italianate example occurs in Amadis III 2 :
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It is most unusual for Lully to write a texture in which the 
rhythmic interest lies in the bass. In this aria the mood of 
the bass line is quite irrelevant to the grim sentiments ex­
pressed in Archbonne's aria; it seems to me likely that the 
movement pre-existed as an instrumental piece. In all of Lully's 
other ground bass arias the interest is focussed on the vocal 
line, the application of the ground bass technique having no 
discernable effect on Lully's melodic style.
It is difficult to escape the conclusion that Lully was not 
particularly interested in aria form. No anecdotes from 
contemporary sources touch on his attitude to the form - as they 
do so fully with his views on recitative and the performance of 
his instrumental music. In the early operas he gave aria a 
conspicuously lowly role, and in evolving a medium more suited 
to the language of queens and heroôShis most significant move was 
to bring it closer to the style of recitative. It is hard to 
assess how important the development of the ritournelle aria 
appeared to Lully. When he melodically integrated the ritournelle 
with the aria which followed it, he was using a process which had 
existed undeveloped in his prologues for nearly ten years before he 
incorporated it in the body of the operas. And he seems to have 
been either unaware or uninterested in the potential of the
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ritournelle aria on the evidence that it appears only spasmod­
ically in the operas, and that the chief development of it - 
the return of the ritournelle either to conclude the aria or 
within the vocal movement - was neither assigned to major arias 
nor pursued with any feeling for the significance of the enlarged 
form thus arrived at.
The fact is that the aria was basically irrelevant to Lully's 
conception of tragédie lyrique. It related opera to the ballet 
and pastoral when Lully sought to align it with spoken drama. 
Lully may well have regarded the aria as an anachronism for it 
is inescapable to observe that the few developments which he 
made were only those which contributed to his over-riding ideal 
of continuity.
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PART TWO: CHAPTER EIGHT
The Ensemble and the Chorus
I The Duets: (a) Duets of conflict
(b) Unanimous Duets
(c) The context of the duets
II The Trios: (a) Trios for anonymous characters
(b) Trios for protagonists 
III The Chorus: Lully's choral technique
IV The Chorus : Its varied function in the operas
Ensembles play a substantial part in Lully's operas. There 
are many of them, and they make an indispensible contribution 
to the drama. Their importance tends to be dramatic rather 
than structural, since, like the airs and measured recitatives 
to which they are stylistically akin, their actual duration is 
usually short, and their musical organisation, slender. Lully's 
dramas unfold chiefly in dialogue: consequently the duet
situation arises frequently, and although larger ensembles of 
soloists are found in the prologues, or are given in the body of 
the opera to anonymous characters, the duets are the largest 
category of ensemble. They contain some of Lully's strongest 
characterisations and are often more than equal in dramatic 
effect to the occasions provided in the libretto.
Duets in opera fall into two categories - duets of conflict 
and unanimous duets. The former are naturally the more 
productive of dramatic tension, and usually also contain greater 
musical interest. Certainly they are a more fertile medium for 
musical characterisation than the unanimous duets - for lovers, 
finally united after four and a half acts of vicissitudes, tend 
to submerge their own personalities in the fact of their ultimate 
union, and greater composers than Lully are often unable to make 
their idylls characteristic.
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I (a) Duets of conflict
Because of these vicissitudes, however, Lully’s protagonists - 
who are always lovers - usually depict at some stage in the opera 
the troubled course of their courtship in a duet of conflict.
Here, the dramatic interest, and indeed the musical interest, 
is directly proportionate, to the depth of characterisation.
The arch-bores, Arethuse and Alphee, whose tedious quarrels 
detract so much from Proserpine*s dramatic power, fly and pursue 
respectively in neatly balanced phrases :
Arethuse: 'Me suivrez vous sans cesse?’
Alphee: ’Me fuirez vous toujours?’   (Proserpine I 5)
which generate equally balanced musical tags. This passage is
built on a typically Lullian duet structure. It begins in 
recitative and only merges into simultaneous singing at the 
cadences. Lully uses this form for all his characters whose 
status in the drama entitles them to express themselves in 
recitative rather than in aria.^ Arethuse and Alphee are barely 
of this status : they are confidants rather than protagonists and
their roles are inflated by sheer length. They are dignified with 
recitative style in which to express their dissent, but there is 
no musical differentiation of their points of view - their lines 
are interchangeable and their conflict is only verbal.
In the same opera and in a closely comparable situation.
Lully writes a genuine duet of conflict for the major characters,
Proserpine and Pluton. See Ex. 86. The construction is basically
similar to Arethuse and Alphee’s duet.. It opens with dialogued
recitative, merging into simultaneous singing. But the recitative
is written with both psychological perception and hidden musical 
2
unity. The rhythm of the words is painstakingly transcribed and 
the line of the first four phrases is deeply expressive. Through­
out, Proserpine’s phrases are clearly differentiated from Pluton’s,
1 See p.181 etc.
2 The falling pattern of the recitative phrases is repeated and
condensed in the metrical dialogue which follows (bar 10). The
whole movement is constructed from decorated falling seconds:
Eb (bar 3) - D <bar 5), A (bar 7) - G (bar 9), C (bar 10) -
Bt^  (bar 11) , F (bar 12) - E (bar 13) etc.
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particularly in the simultaneous ensemble where Pluton reveals 
the hopelessness of his love by Lully's unambiguous device - when 
his hopeful plea, 'Ecoutez mes soupirs' becomes the despairing 
statement, 'Mon amour fidele ne touche point votre coeur', his 
vocal line is in unison with the continue.
Lully's duets between unhappy lovers do not always call for 
conflict to be expressed in the vocal lines. In the dialogue 
scene of Alceste II 8 the conflict is in the situation alone and 
the apparent, deceptive unanimity of the music is ironic. After 
an exchange of the most searing pathos, the king and queen are 
united in their submission to their unhappy fate, and they sing 
complementary lines to conflicting words: for Admete is dying
and Alceste is already mourning him, though not without moments 
of rebellion. See Ex. 87. Admete is resigned. At the beginning 
of this scene he sings:
'Je meurs, charmante Alceste,
Mon sort est assez doux
Puisque je meurs pour vous ....
Avec le nom de votre époux
J'eusse été trop heureux, trop heureux de vivre;
Mon sort est assez doux
Puisque je meurs pour vous .... '
Alceste is shown to have both more physical and more moral energy. 
Her phrase 'Est-ce la cet hymen si doux' is being sung for the 
third time in the scene. It is an expression of her passionate 
protest which foreshadows her subsequent act of sacrifice. At 
'Se peut-il que le ciel permette' she returns to her rebellious 
outburst, which is thrown into greater relief by the tender phrases 
of 'Admete, vous mourez.'
Lully uses the simplest musical means to depict this tragic 
, but the dissonance at the 
detail he calculated the effect.
scene, final cadence shows in what
1
1 In a comparable situation, when Persee is about to depart to 
slay the gorgon Meduse, and apparently faces death as certain 
a^ Admete's he and AndroiAde sing the lovely duet 'Ah votre 
peril est extreme.' (Persee II 6.) The language of such gentle, 
tragic farewells was attractive to both Lully and Quinault and 
conducive to some of the finest dramatic moments in the operas.
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I Çb) Unanimous Duets
But there are many duet situations in Lully's operas which 
are not between lovers, and which consequently express unanimity 
rather than conflict. Lully's technique is predictably to use 
parallel thirds and sixths in these contexts, sometimes writing 
passages of unwarranted length and tedium to a complete absence 
of dramatic effect. In the prologue to Proserpine, for example. 
Lully writes a duet for La Félicité'and L'Abondance, comprising 
64 bars of parallel thirds.' On a smaller scale, however, such 
passages can be lively. Alceste I 7 is among Lully's more 
sensational scenes: two rejected lovers, Straton and Licomede,
unite in a plot to abduct Alceste. During a fête marine Licomede 
causes a bridge, heavily loaded with heroes, to sink, and in the 
confusion, carries off both Alceste (the object of his desires) 
and Cephise (Straton's faithless betrothed). The swift unfolding 
of the action is enhanced by the contrasting duet passages, 
particularly the smoothly ironic phrases of Licomede and Straton 
(the parallel thirds here actually create this effect) and the 
disjointed cries of Admete and Alcide. See Ex. 88 There is nothin 
comparable with this in the later operas, for in no other work 
does Lully attempt to bring life to so large a range of characters.
Many unanimous duets are given to characters who are united
in their misfortune although their interests conflict. Persee
is an opera full of such situations. Merope is one of Lully's
most fully drawn heroines. Spurned by Persee ip> favour of
Andromède, she joins forces with her rival in a moving duet in
which they both admitttheir love for Persèe 'Ah qu'un tendre
coeur est è plaindre' (II 5). Later in the opera she aligns
herself with Phinee, whom Andromède has rejected in favour of
Persee.^ Merope and Phinee have several duets. In IV 2 they
flee /
f e ü  before the crowd which is celebrating Persee's^ victory over
the gorgon; out of sympathy with the prevailing festivities, they
are unanimous in their chagrin:
1 In Phaeton, Lybie and Theone, both equally thwarted of their 
lovers, are similarly united - e.g. in I 2, 'AhI qu'il est 
difficile de bien aimer sans s'allarmer' and in II 3, 'Amour, 
cruel vainqueur.'
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'Nous ressentons memes douleurs.
Fuyons, fuyons une foule importune.
D'une plainte commune 
Déplorons nos communs malheurs.'
This scene culminates in a long bravura duet, 'Les vents 
impétueux' which was celebrated in its day. It is unusual in 
its length, and its dramatic raison d'éfcre is not so much to 
characterise Meirope and Phinee as to depict a metaphorical 
condition of the human heart: in this case storm and tempest.
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In V 2 Merope and Phinee again express unanimous emotions in 
the duet 'Heureux, heureux qui peut goûter une douce vengeance.' 
Merope, however, does not go as far as Phinée in seeking 
vengeance on the happy lovers. She tries to warn Persee and 
Andromède of Phinee's plan to slaughter them during the wedding 
ceremony. And although Phinee is justly rewarded with petrif­
action, it is an undeveloped tragic moment - comparable with 
the lightly-handled death of Stenobée in Bellerophon - when 
Merope is accidentally killed in the uproar.
Lully draws the Andromede/Phinee relationship with great 
skill. At the opening of the opera, Andromède is betrothed to 
Phinee and protests her love (closely associated with duty) in 
a duet of conflict with Phinee, who is suspicious of her 
fidelity even at this stage in the plot. It is important that 
Andromède's goodwill towards Phinee - and it is nothing more - 
does not create too deep an impression, so that we can believe 
in her genuine love for Persée later on. Lully gives the ill 
assorted pair a duet comparable with Arethuse and Alphee's, 
described on p. . It is of the type, in fact, usually given 
to confidants, where there is no conflict in the music, and the 
words lightly and epigrammatically express a very minor crisis 
indeed:
Andromède: 'Croyez moy, cessez de craindre.
Je veux VOUS aymer, je le doy.'
Phinée: 'Croyez moy, cessez de feindre.
Vous ne m'aymez pas, je le voy.'
In the late operas, Lully's style developed to a stage at 
which unanimity did not have to be expressed in parallel lines 
or reciprocal cadential phrases. Many duets in the earlier 
operas open imitatively, but Ex. 89 sets a new standard for 
extended canonic writing.
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Lully uses this device to underline the unanimity, and perhaps 
also to stress the close relationship between the singers, for 
it is a family affair: Arcalaus and Arcabonne, brother and
sister magicians, are declaring in this movement a mutual desire 
for vengeance against Amadis who has killed their brother - a 
situation fraught with ironies, since Arcabonne has just 
revealed her love for an unknown hero who once saved her life and 
who she is later to discover to be Amadis.
In the three late operas, hero and heroine use aria as 
freely as recitative, and the nascent lyricism characteristic 
of this period has its effect on the duets, which no longer arise 
informally out of the dialogue, but which tend to be self- 
contained movements, sometimes with their own ritournelles.
Ex. 90 shows the opening of a duet between the confidants in 
Amadis.
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It is a rare instance of Lully actually interrupting a 
ritournelle with a vocal entry. He is here concerned to 
characterise the eager mutual love of Corisande and Florestan, 
and to contrast it with the lengthy and somewhat poorly 
motivated difficulties his main characters, Amadis and Oriane, 
have to overcome.
Few of Lully's duets are accompanied by the orchestra.
The fiery 'Esprits de haine et de rage' for Armide and Hidraot 
in Armide II 2 is unique in having a five part string 
accompaniment. Armide (like lo and Phaeton) is not a character 
much given to expressing herself in ensembles. Lully depicts 
her isolation by the conspicuous lack of duets with Renaud. 
Armide is more nearly at one with her uncle than with Renaud, 
and it is their unanimity of hate that gives rise to this 
exciting movement. It is in an earlier opera, however, that 
Lully's most dramatic use of the orchestra in a duet movement 
occurs: See Ex. 91. After the death of Meduse a horde of
monsters arise from her blood; in this duet the orchestra 
punctuates the cries of the two remaining gorgons with brief 
dance interludes for the monsters.
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I (c) The context of the duets
Lully seems generally unconcerned to build up a drama 
cumulatively, from recitative to aria or from solo to ensemble. 
Such a sequence is not, of course, progressive when recitative 
is the heart of the drama and ensemble an aspect of dialogue 
rather than a self-contained form. The extended double duet in 
Atys V 2 is a unique movement but it was more important to Lully 
as a means of expressing the state of the action rather than as 
an experiment in form. The unhappy lovers, Atys and Sangaride, 
are pursued respectively by the goddess Cybele and the king 
Celoenus. They succeed in deceiving both, somewhat dishonourably, 
and it is not until the fifth act that Cybele and Celoenus realise 
this and exert their powers to threaten vengeance. They accuse, 
and Atys and Sangaride beg for mercy, in a 53 bar movement of 
continuous dialogued duet; See Ex. 92.
It is in Atys, however that we find an interesting attempt 
to build up tension by increasing the density of the vocal writing. 
In the first act it looks as if the musical structure dominates
the unfolding of the plot, and considerations of musical unity 
dictate actual incidents. The mood is expectation, and this 
gives a clue to the cumulative plan of the act. The descent of 
the goddess Cybele is heralded by repeated statements of the
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words 'Allons, allons, accourez tous' which appear in I 1 as an 
air for Atys, in I 2 as a duet for Atys and Idas, in 1 3  as a 
duet for Sangaride and Doris, and finally in the same scene as a 
quartet for all four. The material of the air, duets, and quartet 
is not identical, but strongly related.
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In Armide/ Lully uses the contrast between solo and duet 
textures and the cumulative effect of passing from duet to chorus 
for dramatic reasons. In I 4 Aronte narrates in recitative 
Renaud's surprise attack and rescue of the prisoners. It is a 
cardinal weakness of the plot that buch an important incident 
takes place off stage. As if to compensate, Lully portrays 
Armide and Hidraot's reactions with the utmost drama - they 
interpose a horrified 'un seul guerrierI que dite^yous?' and 
continue with the duet 'Poursuivons jusqu'au trépas' which is taken 
up by the chorus to conclude the scene. The progression from solo 
to duet to chorus is credibly motivated and reflects the structure 
of the plot. Unlike Act I of Atys, this is not a musical scheme 
imposed for formal reasons. Armide and Hidraot react personally 
to Aronte's news, but guide their people into making the correct 
political response.
II (a) Trios for anonymous characters
The larger ensembles are mostly to be found in the prologues. 
In the operas, while the duet is nearly always dramatic and 
between principles or the more important confidants, the larger 
ensembles are more often given to anonymous groups of shepherds 
and shepherdesses, demons, fates etc. These groups often have 
the function of a semi-chorus. Lully rarely characterises the 
nameless members of these ensembles. An exception is the movement 
for 'Deux Viellards' in Thesee II 6; situated in the context of 
the people's acclamation of its hero this duet makes for an almost 
Shakespearean individualisation of the members of a crowd. No 
anonymous trio has such an abundance of personality. Lully's 
technique of three part writing was developed in the ritournelles 
for two violins with continuo. Many of his vocal trios are for 
two equal upper parts with a bass - and traces of this polarity 
are evident even when the spacing is closer.
Cadmus contains many short trios. One in I 4, for two tenors 
(first and second African) and the comic bass Arbas, is part of a 
larger unit - a divertissement with a loosely rondo structure, like 
many movements in the pa^logues. The scene consists of reprises of
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the trio 'Suivons, suivons l'Amour' - it is 17 bars long - with 
episodes comprising an air for each of the tenors. In the irLo 
the Africans sing in thirds almost throughout, and Arbas shares 
the continuo line. Arbas also sings trios with two unnamed princes; 
in the later operas Lully does not combine his named and anonymous 
characters in this way.
Not .that minor or unnamed characters are necessarily productive 
of undramatic music - Lully writes a marvellous ensemble in Atys 
III 4 where Le Sommeil's air, 'Dormons, dormons tous' encompasses 
a trio for Morphee, Phantaze, and Phobetor (two tenors and a bass 
again) with a magical effect of somnolence. In Isis, the most 
important characters in the opera in terms of their effect on the 
plot are the three fates to whose control over life and death even 
Jupiter has to bow. Their scene (IV 7) is introduced by a solemn 
march^ which has moments of almost Handelian breadth. The main 
motif, the figure J* O is revealed in the following vocal 
trio to represent the thread of life itself; See Ex. 93. Lully 
uses the ritournelle to give a particular significance to the vocal 
trio. (We found in the case of the aria with integrated ritournelle 
that the extra weight given to the material which was first 
ennunciated by instruments and then transferred to the voice was 
such that the medium virtually dictated the use of da capo form.)
The vocal trio, however, was surely written first, and it has had 
a discernable effect on the instrumental movement, particularly the 
bass line which opens as a tenor and plummets to the bass register 
for the last eight bars.
II (b) Trios for protagonists
Lully's trios for his major characters are less formal and 
rarely self-contained. They belong to the genre of recitative 
and usually comprise brief interjectory phrases which convey the 
reactions of three protagonists to a statement or action by a 
fourth. The conflict is between one character and a unanimous 
trio. Lully does not write trios where the three participants are 
musically differentiated and Quinault does not provide opportunities 
for trios of conflict, comparable with the duets. Lully's use of
1 This movement surely owes nothing to Lalouette, who claimed to 
have written the preludes in Isis, see p. 42,
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self-contained forms fer trios of anonymous characters and recitative 
style for ensembles of principals parallels his use of aria and 
recitative in the early operas. He seems to regard his protagonists 
as being sufficiently serious characters to demand dramatic rather 
than lyrical treatment. Ex. 94 shows the use of recitative idiom in 
a trio; Medee produces monstrous hallucinations to prove her magic 
power, and Aeglée, Cleone, and Areas react dramatically. Their 
independent lines depict their panic. Simultaneous singing is 
minimal, and we have more a feeling of phrases of recitative which 
happen to overlap than a genuine trio texture.
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By the time he came to write Persee Lully had simplified this 
technique to the telling homophonie phrase:
Ex 95 Persee II 2
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Three quite independent reactions to Cephee’s statement are
1
economically recorded in this passage. A more extended inter­
jection occurs in Persée III 2. Mercure here attempts to bring 
sleep to the gorgons in a ravishing air in d minor, accompanied 
by two violins. The gorgons briskly interrupt in the tonic major 
- a shattering stroke in the context of Lully's comparatively 
limited harmonic language. This movement, of course, pre-figures 
Gluck's Orpheus at the gates of Hell; but in the simpler concept 
of Quinault's drama, there is no gradual submission by the monsters 
when Mercure resumes his air after their interruption, the gorgons 
are easily charmed into sleep.
Lully's trios almost always depict three characters singing, 
if not reacting, as one. A scene in which there is musical con­
flict between the participating singers is rare. And it is perhaps 
misleading to call Armide V 4 a trio: the three characters do
not sing simultaneously. Dramatically, however, the situation is 
a trio of conflict; the two knights attempt to detach Renaud from 
Armide's spell, while pity and reluctance make him hesitate.
Renaud's recitative, 'Trop malheureuse Armide' alternates with duet 
phrases for the two knights. Simultaneous ennunciation of these 
opposing attitudes was beyond Lully's technique, and he resorts 
to dialogue to express the conflict.
Ill Lully's choral technique
While the ensemble, and particularly the duet, is a 
significant aspect of Lully's presentation of drama in musical 
terms, the chorus is of immense formal importance to the operas. 
Unlike the ensembles, the choruses are usually extended, self- 
contained movements; they give rise to Lully's most ambitiously 
extended movements, and their central position in the structure 
of his operas shapes the pattern of French opera for two centuries
1 Merope's role in the many duets of Persee has already been 
mentioned. She also takes part in most of the trios. In II 3, 
Merope, Cassiope, and céphée are united in a trio celebrating 
Persee's noble offer to kill the gorgon. When Cassiope and 
céphée leave the stage, Merope's isolation is sha:^ly exposed  ^
as she remains to sing her dramatic soliloquy, 'Hélas, il va périr.'
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after his death. The function of the chorus in the operas is as 
varied as the operas themselves: each is a special case. But
while Lully's use of the chorus is not in the least stereotyped, 
his technique of choral writing is common to all the operas.
Lully's conception of a normal chorus movement can be defined. 
The vast majority are written in four vocal parts accompanied by 
strings in five parts. The top line is assigned to sopranos.^
The second and third lines are both given to tenors. The haute 
contre takes the usual 'alto' line with a c3 clef and a range
- ,  X-
which normally extends between : y - -  - , „, - ~
with much concentration on the tJi t 7
top--fourth of this compass. Even with so cruelly high a tessitura,
Lully's choruses have spacing problems, and the three male voices
are sometimes separated by more than an octave from the soprano
line. The haute contre voice was Lully's chosen vehicle for his
heroic roles. Clëèière and Dûmesny must have been representative
of a common voice type which, even allowing for a pitch which has 
2
risen, is at least considerably rarer today. The second tenor, 
designated taille, uses a c4 clef and the less demanding compass 
of :   The baritone voice and cICf is very
^--------------- rarely called for. Lully's, bass, in
a normal f4 clef, has a fairly high tessitura (more evidence for
the use of a lower pitch) and a normal compass of: 
to &
m
with the bulk of the writing in the middle D-A of this range.
The only other pattern of voice distribution which is found 
sufficiently frequently to be called typical is the three part 
chorus. Usually quasi- female, it comprises a divided soprano
line (gl and cl) with hautes contres. This is used for specifically
3 4 5feminine groups of, for example, nymphs, priestesses , and Amazons.
1 The g2 clef makes its rare appearance in Lully's scores for this 
line: most of the soprano soloists use the cl clef, and by impli­
cation a more mezzo range. This line is divided in three part 
choruses where the second sopranos are given the cl clef.
2 - and a tendency which I deduce from present day practice at the 
Opéra and Opéra Comique for French singers, both tenor and bass to 
use falsetto with abandon-.
3 Roland II 5
4 Thesee 1 9  5 Bellerophon I 5
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Three part male choruses Chaute contre, taille, basse) are rathery ... rr ,r
less common. Infernal spirits and the Frozen People are 
typical contexts. There is a two. part chorus of Fairies in Roland 
with gl and cl clefs.
Most of the choruses are accompanied by strings in five parts. 
Some of them, however, are supported by the continuo alone. 
Unaccompanied passages (that is, passages which are accompanied 
only by the continuo) often occur within fully accompanied move­
ments. The echo chorus from Isis I 5 is an instance. A rare 
example in which Lully varies the density of the orchestral 
accompaniment occurs in Amadis; act III is built around the 
opposing choruses of jailers and captives. The captives' chorus
3
is marked doux and is accompanied by a four part orchestra .
The jailers' reply is accompanied by the full, five part orchestra. 
When the captives are released, however,^ their chorus is no longer 
marked doux and they are assigned full orchestral accompaniment.
Double choirs are a feature of many of the operas. Lully 
almost invariably uses them antiphonally. Alceste II 4 depicts 
a battle on stage between the armies of Admete and LicoMQede.^
A particularly effective use of double chorus occurs in Persee IV 6 
where the opposing forces of Ethiopians and Tritons are closely 
ranged in short antiphonal exchanges.
In Lully's normal four part chorus and five part orchestra 
the outer parts are doubled - that is to say the dessus de violon 
doubles the soprano line and the basse de violon reinforces the bas­
ses. Lully (or rather his minions, Lalouette and Colasse) then 
filled in the harmony with five independent parts, two sung and 
three played. The total compass of these five parts is generally
1 Thesee III 7
2 Isis IV 1
3 Minus the third viola: not on the face of it a very significant
lightening of the texture unless doux implies reduced forces as well 
as volume. Compare p. |3(
4 At 'Sortons d'esclavage' III 4
5 Did the difficulties of staging this lead Lully to site the 
combat in Act I of his next opera, Thesee, off stage?
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about an octave and the arbitrary shuffling between the available 
notes of the harmony is neither conducive to nor productive of 
real part writing. Lully could write effective contrapuntal 
choruses when he chose (notably in the motets) but it was clearly 
not his aim to do so in the majority of his opera choruses. Their 
principle is the polarity of the outer parts and their effect 
must always have depended on the homophonie impact of their 
rhythms and their melodies.
The function of the choruses is individual to each of the
operas. The 'solo operas' (Isis and Phaeton)^ and the intimate,
dialogued operas (Persée, and Atys) make less use of the chorus
than the political or dynastic operas (Thesée, Alceste). There
is, too, a tendency in the last three operas to use the chorus
as a major element of form and to end the majority of acts with
2a choral finale. It is necessary, then, to investigate each 
of the operas in turn to show the full range of Lully's choral 
writing.
IV The chorus ; its varied function in the operas
Several distinct chorus functions are already to be seen in 
Cadmus. In III 6 we find an example of the spectacular ceremonial 
which Lully derived from Venetian opera.. Probably the actual 
appearance of a large chorus of worshippers in this temple scene 
was as dramatically effective as the music they sing: the
'sacrificateurs' are given short, interjectory phrases which are 
integrated into the High Priest's prayer. Lully makes an even more 
dramatic use of choral interjection in this opera when, in IV 7, 
Hermione is abducted by Junon at the moment of her reunion with
3
Cadmus , and two abrupt bars for the chorus - 
'0 cieli 0 ciell Hermionei Hermione!^ 
conclude the act. This chorus phrase is accompanied only by the
1 These operas are chiefly concerned with the development of one 
character, and the action throughout emphasizes that character's 
isolation.
2 Roland finishes four out of five acts chorally.
3 - a device whose sole raison d'etre is to prolong the plot for 
a further act.
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continuo, and it is possible to infer that Lully uses this texture 
whenever the effect of spontanaiety is required. In the last 
scene of the opera Lully attempts a choral finale structure but 
it is no more than a very casual alternation of a recurrent chorus 
with recitative and air. In later operas Lully tightens this 
sequence by linking the episodes - either in metre or even in 
melody - more closely with the choral material.
The chorus plays a larger part in Alceste. There is again 
a primitive choral finale in V 6 and a spectacular ritual in the 
pompes funebres of III 5. But more interesting in this opera is 
the series of short choruses which appear throughout the work to 
represent the people. Euripides' drama puts the relationship 
between a king and his people at the heart of the action:
Quinault dilutes this theme. He digresses into an examination 
of the unrelated problem of friendship - Alcide's for Admete, 
parodied in the scenes between Straton and Lychas. Wherever 
kingship is at issue in Lully's drama, however, a chorus of 
people is heard, either on or off stage. In the first act, 
the fragmentary choral phrases celebrating the wedding of AlceSte 
and Admbte ('Vivez, vivez, heureux Epoux') link the scenes of 
the main plot and chart its progress amongst a plethora of scenes 
for the minor characters. These words also warn the informed 
audience - through their ironic insistance on 'vivez' - of the 
tragedy to come. In Act III these brief choruses are entrusted 
with the communication of the essential incidents: Admète's
imminent death is bewailed by off stage cries of 'Helas, hélas, 
hélasJ' and his miraculous recovery is communicated solely by the 
following chorus, '0 trop heureux Admete!' with no explanatory 
recitative.
In IV 3 Lully creates a new function for the chorus. He 
writes a divertissement  ^for the Blessed Spirits. This is one of 
Lully's specialised characterising choruses which usually occur in 
a divertissement setting: we may compare it with the chorus of
Frozen People in Isis and the underworld divinities in Proserpine.
1 See p. ()5
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Lully defines the supernatural natures of these characters in 
a powerful range of styles which looks forward to Rameau and 
Gluck for its complete development.
Thesee, like Alceste, is concerned with kingship, though 
it deals more with the problems associated with the succession 
of one specific throne, than with an abstract concept of what 
it means to be a ruler. It is apparently more highly coloured 
music than Alceste; in the first act a chorus interwoven with 
trumpet passages represents the warring Athenians, and a chorus 
with flutes, the priestesses who intercede for victory. The 
chorus, too, is responsible for a stroke of great dramatic irony 
in the last act - as Egée offers the chalice of poisoned wine 
to Thesee, the chorus, unconscious of the treachery, sing, 'Ne 
craignez rien.' '
Both Alceste and Thesee contain whole acts in which the 
drama depends on the actions and reactions of the chorus. Both 
operas, being among Lully's earliest, have a minimum of metrical, 
aria,^;ij.ike material for the protagonists. Consequently the 
chorus has a secondary function in providing movements which give 
lyrical and metrical satisfaction. Both operas generate 
important choral scenes through the nature of their themes and 
plots. Atys, though, is a new departure. The theme of the opera 
is the betrayal of friendship and both loyal and religious vows, 
for the selfish pursuit of love. The four protagonists - Atys, 
Sangai^did^, Cybele and Celoenus - are deeply involved with each 
other, but their treachery and mutual destruction do not affect 
a wider sphere, and as a result the chorus movemente are sparse 
and insignificant. Even the cumulative anticipation of the 
descent of the goddess, discussed above, is achieved in ensemble 
rather than chorus. It is the three human protagonists for 
whom Cybele's actions are important, and on whom the goddess's 
intemperate revenge is visited. Quinault was always sensitive 
to the needs of the drama in terms of the interp!^ of chorus 
and solo, and we can deduce much about his interpretation of a 
plot from the distribution of choruses and ensembles in an opera.
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Similarly in Isis : choruses - magnificent, original and
stunningly beautiful choruses - abound in this opera. But they 
all occur in divertissement situations bearing only marginally 
on the main theme of immortality. The Jupiter/Junon/Io triangle 
dominates the plot and these relationships are developed almost 
exclusively in recitative. Act III contains the lengthy 
divertissement of Pan and Syrinx. Quinault always endeavoured 
to link such episodes with the main plot; this scene portrays an 
attempt to bring sleep to all one hundred of Argus's eyes. The 
recurrent cry of 'Liberté' (which is used to convey both the 
customary baroque-opera meaning of 'fancy free' and also bears 
a little on the situation of the imprisoned lo) is used in 
elaborate textures which show a feeling for concerto technique. 
The motto phrase is first given to a three part chorus of nymphs 
which the score implies was totally unaccompanied.^ The same 
material appears in the next scene (III 4) for a four part fully 
accompanied chorus with episodes for three unaccompanied parts:
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Act IV is a choral tour-de-force: Lully makes the torture of lo
the occasion for a sequence of vividly characterised choral 
scenes culminating in the solemn trio for the three fates, quoted 
above (Ex. 93). The frozen scene is famous. Although Lully's 
harmonic resources were severely limited compared with Purcell's 
or Vivaldi's, it is the vocal and orchestral writing in this 
scene that gave rise to such powerful works by these composers 
as the Frost scene in King Arthur, and Winter in The Seasons.
In the context of Isis this writing is extraordinarily effective. 
The forge of the Chalybes is similar to the forge scene in Psyche 
(1671 and 78) - again, Lully uses very simple material for his 
effects. In IV 5, War, Famine, Fire and Flood appear as solo 
voices in a chorus of relentless rhythmic impact. In Isis we 
find Lully consciously extending his technique in all departments, 
and the special choral effects of the third and fourth acts make 
it a most significant work.
The seed sown here bears fruit not in Bellerophon but in
Proserpine.^  The chorus is important in Proserpine. Lully
makes use of echo effects, double choruses, and solo airs with
a choral refrain. Just as Isis was an experimental opera,
Proserpine is a rich one, and all the music is characterised by an
abundance of invention and an expanding technique. It is perhaps
worth mentioning that although the device of the echo chorus
becomes such a favourite aspect of baroque dynamics, Lully uses
it only in literal echo situations, where the words dictate the 
2
setting. Most of the double choruses are to be found in Act IV 
where, for example, the three part chorus of ombres heureuses are 
used in concerto-like apposition to the chorus of divinités 
infernales. The solo with a choral refrain is particularly 
typical of Proserpine. A particularly interesting integration of 
ritournelle, solo voice and chorus occurs in III 7. The unassuming 
ritournelle contains the material for both Ceres' expressive
1 Proserpine is displaced in the canon by Quinault's disgrace 
and banishment, see p. 42 Proserpine is the culmination of the 
early period, Bellerophon opens the period of Lully's maturity.
2 For example Isis I 5, Proserpine IV 5.
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continually modulating, grief-stricken cries, and also the subdued 
choral comments ;
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This is a development of the short, interjectory chorus. By 
Proserpine, Lully was beginning to conceive longer movements.
His choral units employ not so much simple repetition as the dual 
use of the same material by instruments and voices. In this 
example, solo voice, chorus and orchestra share the same material. 
It is a new and sophisticated integration technique.
The heroic operas do not contribute significantly to the 
development of choral writing. Bellerophon, since it is concerned 
with heroic acts on behalf of the people, characterises that 
people in its choruses. Act III scene 5 shows their pleas for 
clemency and their relief and joy when the oracle speaks. Their 
joy is contrasted with the private grief of Philonoe and 
Bellerophon, however, and is perhaps less memorably expressed. 
There are no new choral techniques in Bellerophon. It is 
principally a recitative opera - in part this is the result of 
its strong libretto - and the subsequent heroic operas, Persee 
and Phaeton, are primarily concerned with individuals: it is no
coincidence that they give many examples of new aria and duet 
techniques but show no advances in choral writing.
In Lully's last three works all the major components of opera 
air, ritournelle, and chorus - undergo amplification and develop­
ment. The orchestrally accompanied air, with integrated 
ritournelle, becomes frequent, and the orchestral prelude, fully 
scored in five parts, to a large extent replaces the short trio 
introductions. Both of these innovations contribute towards 
making Lully's last operas continuously orchestral. The extended 
choral movement becomes the normal way of finishing each act - 
though Lully's exceptions to this self-imposed rule are always 
more dramatic than his conformity. In fact Lully achieves many 
of his most dramatic effects in the last three operas simply by 
playing on our expectations of longer movements, formal structures 
and a slower pace of incident. In Armide I 3, for example, the 
choral movement 'Suivons Armide et chantons sa victoire' takes 
place on such an expansive time scale that we expect it to end 
the act. But it is interrupted (or rather closely followed by -
1 Hence the airs with integrated ritournelles which are 
established in his next opera, Persee.
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for Lully’s dramatic technique does not quite encompass the 
actual interruptions used so tellingly by Handel and later 
composers) by Aronte's recitative narration of the assault by 
Renaud and the prisoners' escape. A whole new episode (described 
on p.208) brings a surprising end to the act. Roland has another 
even more telling disruption of our expectations. Every act in 
this opera ends with a choral finale except for Act IV. The 
expected finale is actually begun, however — 'Bénissons l'amour 
d Angélique, Bénissons l'amour de Medor' — but it is very quickly 
halted by Roland's frenzy, and the act finishes with his mad 
scene:
Ckem.5
Ex 98 Roland IV 5
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Perhaps the most interesting aspect of Lully's use of the 
chorus is that for some later composers it represented an ideal 
to which they deliberately returned. The proportions of the 
Lully/Quinault drama were dictated, however, not by theories on 
the nature of opera but by the wholly practical considerations 
of what structures Lully's limited style could support. The 
form of opera which they devised happened to nurture the taste of 
the most conservative audience in Europe, and as a result the 
tradition of choral opera was preserved throughout the 18th 
century while the mainstream of (Italian) opera pursued quite 
other paths. So it is by a series of coincidences that Lully's 
operas provided a stimulus for the chronologically remote operas 
of Gluck, Cherubini, and Beethoven; and the one aspect of his 
operas which had relevance for these composers was the chorus.
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PART THREE: CHAPTER NINE
Notes on the Operas
1. Cadmus p 12. S
2. Aleeste 5^2.
3. Thesee
4. Atys
5. Isis
6. Bellerophon 266
7. Proserpine
8. Persee XSO
9. Phaeton
10. Amadis
11. Roland
12. Armide 'EiO 6
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Cadmus et Hermione
First performed: Versailles February 11th 1673
Paris April 27th 1673
First published by Ballard in 1719 (a printed full score 
available in the Bibliothèque Nationale and the British Museum.)
Manuscript scores consulted:
\ 2 /Bibliothèque Nationale Vm 6 (full score)
Res F 581 (full)
Re^ s F 582 (reduced)
Bibliothèque de l'Arsenal Musique 880 (full)
British Museum Add. 16045 (reduced)
There are also manuscript scores in the libraries of Versailles, 
Besancon and Stuttgart listed in The Sources of Jean-Baptiste 
Lully's Secular Music, an article by Meredith Ellis in Recherches 
sur la musique française classique, Paris 1968 vol 8.
Modem editions: Michaelis, Paris 1880 (vocal score)
Prunières, Paris 1930 (full)
Libretto by Philippe Quinault
Published by Ballard^ in 1673, 1674, 1678, 1690, 1693, 1703^, 
1711, 1737.
1 All the libretti are published by Ballard except for the first 
3 editions of Alceste which are by Baudry
2 i.e. published as a libretto for a revival in this year.
The collected edition of Quinault's works, published in 1703 has 
not been included in the lists of publication dates which can 
therefore be used as reasonably reliable evidence of revivals 
of the works concerned.
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The cast of the first Paris performance included:
Prologue
Pales.................. Cartilly
L'Envie ..............  Clèdière
Le Soleil ............  Miracle
Cadmus
Hermione .............  Brigogne
Charité ..............  Cartilly
Cadmus ...............  Beaumavielle
La Nourrice ..........  Clèdière
A note on the cast lists
These are given in.sgme of the libretti and occasionally in 
manuscript editions of the scores. The 19th century Editions 
Michaelis summarise all the available evidence. Some casts 
are given of the court performances, others apply to the 
Académie. Some artists sang in both. See p. 37
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Re^sume;
Prologue
The prologue to Cadmus is one of the most elaborate 
examples of Lully's work in this form. It is unique in 
having a fully developed mythological plot (Proserpine comes 
closest to it in this respect); and it is also unique in 
spelling out the identification of Louis with the Sun God - 
'Le sens allégorique de ce sujet est si clair, qu'il 
est inutile de l'expliquer. Il suffit de dire que le 
Roy s'est mis audessus des louanges ordinaires, et que 
pour former quelque idée de la grandeur et de l'éclat de 
sa gloire, il a fallu s'élever jusques a la Divinité même 
de la lumière, qui est le corps de sa devise.'
The plot derives from the Metamorphoses of Ovid. During 
the overture the sun rises with 'une aurore éclatante.' The
1 first scene comprises a pastoral fête in honour of the sun. 
Palès and Melisse summon their troupes of rustic characters
2 to celebrate the dawn. Scene two introduces Pan, accompanied 
by a troupe of fauns who join in the festivities. But the 
ceremony is interrupted by subterranean noises and a sudden 
darkness disperses the singers and dancers.
3 Scene three reveals the cause of the darkness - L'Envie,
who conjures up a magic Python to destroy the sun. The winds 
create a gale, and the Python takes to the air, amid 'milles 
vape&rs mortelles.' The sun, however, pierces the mists, 
and slays the Python.
4 The rustic characters return in scene four to celebrate
5 the sun's victory. Finally the Sun God descends in his 
chariot to receive their homage in person.
Opera
The plot of the opera itself shows the same crowded time- 
scale as the prologue: incidents abound, and opportunities for
reflective moments are rare. This structure has much in common
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with the ballets and comédie-ballets, but it also arises 
because of a conviction held by both Lully and Quinault 
that the distinguishing hallmark of opera was recitative.
Opera which moves largely in recitative is bound to have 
an abundance of action and a dearth of introspection. The 
construction of the libretto is hampered not only by the 
plethora of incidents but also by the irrelevance of much 
of the action of the plot. Nevertheless, this weakness is 
perhaps more conspicuous in a résumé than in an actual 
performance; compared with Lully's earlier stage works, it 
is a consistent entity^and judged by the standards of the day 
it had an enduring success. The machines of Vigarani featured 
as one of the opera's chief attractions : the plot is 
designed to include many visually effective scenes. It 
was with fantasy rather than with drama that French opera 
made its début.
I 1 Cadmus is chided by two princes of Tyre for lingering
among the Greeks when he should be returning home. He 
reveals that it is his love for Hermione, the daughter of 
Mars, which delays him:
'Quel coeur n'est pas fait pour aimer)
Et pour etre un Héros, doit-on être insensible?
Que sert contre Hermione un courage indompté?
Qui peut n'en pas être enchanté.' '
The princes explain that Hermione is in the power of a 
tyrannical giant to whom Mars has promised his daughter's 
hand. Cadmus sums up an important sentiment in the conclud­
ing quatrain - it is the motivation of all heroic operas:
'He bien, je periray, si le Destin f ordonne.
Je veux délivrer Hermione.
Et si je l'entreprends en vain.
Je ne scaurois périr pour un plus beau dessein.'
 ^^  Cadmus arranges for his African suite to dance before
Hermione; the giants who guard the princess insist on dancing 
too. The comic bass Arbas inveighs against the giants in two 
arias which show Lully's apt musical interpretation of verbal
I 3 humour. The next scene contains Hermione's confession of
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her love for Cadmus. The Nurse (a travesty role for the 
haute contre Clédière) warns Hermione that Cadmus cannot 
succeed against the giants:
'Gardez vous pour Cadmus d'un malheureux amour.
Le don de votre coeur luy couteroit le jour'
A chaconne provides the opportunity for the divertissement 
- the dancing display given by Cadmus's African troupe and 
Ji ^  the giants. At the conclusion, the giant reminds Hermione
that it is her fathei^s wish that they should be united. His 
aria, 'II faut que votre destinée suivre l'ordre du Dieu 
dont VOUS tenez le jour' is the first example in the operas 
of a continuo aria used to identify a lover who will not 
be requited.
I 5 Cadmus declares his intention of rescuing Hermione
by the dangerous expedient of slaying the magic dragon, 
sowing its teeth, and using the army which will grow from
I 6 them to fight on his side. Junon, the mother of Mars,
appears in her chariot, and threatens to hinder his attempt. 
Pallas, however, promises him her protection, bringing about 
the classic situation where dispute on earth is paralleled by 
disagreement between deities.^
II 1 In a comic encounter, Arbas pleads his love for Charité,
who offers him no consolation. The Nurse pursues Arbas as 
II 2/3 passionately as he wooed Charité. Venetian opera cultivated
these scenes among the servants which often closely parody
the main plot. From these scenes, independent comic operas 
were to emerge in the 18th century. In opera of the middle 
baroque period, however, they form one layer of a triple­
decked presentation of the theme of the opera, which is 
illustrated among the Immortals, among the heroic or royal 
protagonists, and among the servants or rustics.
II 4 Cadmus and Hermione bid each other farewell. This is
one of the dramatic and musical highlights in the opera.
Lully underlines the significance of this scene by placing 
it immediately after the parody of love among the comic
1 Ex. 71 p. lé;S
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II 5 characters. After Cadmus leaves, Hermione sings a soliloquy
aria -
'Amour, voy quels maux tu nous fais.'
II 6 For a modem audience there must be a definite feeling of
anticlimax when Love, whom Hermione apostrophised as an 
abstract emotion in scene 5, appears in the person of Cupid 
in this scene. He attempts to divert Hermione by bringing 
the statues of the palace to life. After a short 
divertissement, Hermione sings,
'Laissex moy ma douleur, j'y trouve des appas,'
The modem audience, again, probably feels with her in 
prefering tragedy to spectacle, and in valuing Lully's style 
in the soliloquies above that in the dance movements.
III 1 Cowardice is a primary subject for comedy in 17th
century opera. In this scene, Arbas is mocked by the two 
Tyrian princes for his fear of the dragon. 17th century 
cynicism, however, was not content to allow the suggestion 
that mythological beasts are the only perils that beset a 
hero - and Arbas and the princes sing a trio expressing the 
sentiments that
'L'Amour est le plus dangereux 
De tous les maux de la vie.'
III 2 Arbas in his turn exhorts two Africans to bravery. The dragon 
devours the Africans, and Arbas hides. When Cadmus learns
III 3 of the dragon's attack, he seeks vengeance. He slays the
III 4/5 dragon. Arbas discovers the corpse of the dragon and gives
it a last few blows with his sword. Inevitably, when the 
Tyrian princes return, Arbas encourages them to believe 
that he has killed the beast.
Ill 6 The High Priest and his followers enact an impressive
III 7 sacrificial ceremony to propitiate Mars. Mars descends in
his chariot but refuses to accept the sacrifice:
'Un vain respect ne peut me plaire
On ne satisfait Mars que par de grands exploits.'
He calls upon the Furies to destroy the altar.
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IV 1 In the 'champs de Mars', Cadmus prepares to sow the
dragon's teeth. Amour appears and gives him 'une manière
IV 2 de grenade' forged by Jupiter. Cadmus sows the magic teeth 
and an army springs up. The soldiers are about to turn on 
Cadmus, but he throws the grenade among them, causing the
soldiers to fight among themselves. At the conclusion,
the survivors of this uneconomical enterprise submit them-
IV 3 selves to Cadmus, and Cadmus despatches them to pay homage
to Hermione.
IV 4 The giant challenges Cadmus to do battle for Hermione.
He summons three brother giants to assist him. Pallas
IV 5 appears, borne by an owl, and turns the giants to stone with
her magic sh^ld. She departs to prepare 'un superbe 
palais' for Cadmus, justifying her intervention with the 
words -
'Protéger la vertu d'un Prince magnanime 
C'est le plus doux employ des Dieux.'
It is significant of the immaturity of both the original 
legend and Quinault's treatment of it that this is the only 
suggestion we have that Cadmus is indeed 'un Prince 
magnanime' - his virtues are assumed, not revealed, in the 
story.
IV 6 Cadmus and Hermione are reunited, but their raptures are
soon interrupted when a cloud descends and aivelopes Hermione.
IV 7 Junon reveals that Cadmus has still to overcome her anger;
she bears Hermione away on a rainbow.
V 1 Left alone, Cadmus sings his only soliloquy in the opera,
'Belle Hermione, hélasJ hélas I 
Puis-j'être heureux sans vous?'
V 2 Pallas, however, returns to tell him that Jupiter and Junon
V 3 are now reconciled. Hermione is restored, and there is an
extended divertissement to celebrate the wedding. It is 
typical of the casual construction of the opera and the loose 
relationship between the music and the characterisation that 
the last notes Cadmus sings in the opera are those of his 
tragic soliloquy in V 1. Neither he nor Hermione sings in the 
final scene.
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Alceste, ou le triomphe d'Alcide
First performed: Versailles January 2nd 1674
Paris January 19th 1674
First published by Henri de Baussen in 1708 (an engraved reduced 
score, available in the Bibliothèque Nationale and the British 
Museum.)
Subsequent published editions :
1708 (2nd edition) Baussen
1716 Ballard V all of these are reduced scores
1727 Ballard
Manuscript scores consulted:
Bibliothèque Nationale Res F 548
Res F 549 f^ii scores 
X 22 )
Vm2 12 i
Vm^ 12 (bis) (incomplete, full)
Re^ 2046 X) ^^auced
Res 678 j
X 24
\ /
Bibliothèque de l'Arsenal Musique 937 (reduced)
British Museum Add. 16045
Also manuscript scores in Versailles, Besanjon, Stuttgart and 
Cambridge. See note on p.
Modern editions: Michaelis, Paris 1882
Prunieres, Paris 1932
Libretto by Philippe Quinault.
Published in 1674, 1675, 1677, 1678, 1682, 1688, 1716, 1728, 1739, 
1754, 1757.
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The cast list of the first Versailles performance included: 
Prologue
La Nymphe de la Seine....... Saint- Christophle^
La Nymphe des Thuilleries ............... Rebel
La Gloire................................ La Garde
Alceste
Alceste ..........  Saint-Christophle
Cephise ....... . La Garde
Thétis   .........  Des Fronteaux
Apollon ..........  Boutelou Fils
Admète ...........  Clédière
Phérès ...........  Gingan
Alcide .  .........  Gaye
Lychas ...........  Langeais
Straton.......... Morel
Lycomede^.........  Godonesche
Pluton j
1 Sometimes Saint-Christophe
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A comparison between the manuscript versions of III 5 in the 
Bibliothèque Nationale
(1) A list of items in the most comprehensive score: Vm^ 12.
2
Vm 12 is the fullest and probably the earliest of the extant 
sources of Alceste. For the scene in question it contains over 
400 bars in comparison with 175 in the published scores. The 
bass is figured throughout and the gl parts are written on separate 
staves. It is the published editions which confirm our deduction 
that these lines are for flutes. On the evidence of the published 
scores nos. 2 (a and b), 4,5,6b,7,8,9,10,11,13,14/15 and 24 were 
for flutes. No. 15 is the only movement in which the style looks 
more suited to strings than flutes, and it is marked (in 
Baussen's score) 'Flutes et Violons'.
Contents of Vm^ 12 :
1. Ritournelle for a.5 (strings?) 18 bars
2a. Chorus with gl gl f4 accomp. 'Formons les plus
lugubres chants.' 22 bars
2b. Ritournelle gl gl f4 5 bars
3. Récit, cl voice, 'La mort, la mort barbare* 23 bars
4. Ritournelle = 2b 5 bars
5. .= 2a + 2b 27 bars
6a. Duet, cl and f4, '0 trop parfait modelle' 8 bars
6b. Chorus with gl gl f4 accomp. 8 bars
7. Ritournelle gl gl f4 4 bars
8. Air, f4 voice, with gl gl f4 accomp. 'Alceste si
j eune' 11 bars
9. Chorus with gl gl f4 accomp. 'Rendons homage' 8 bars
10. Chorus and soli with gl gl f4, 'Jettons des fleurs' 26 bars
11. Ritournelle gl gl f4 10 bars
12. Recit, cl voice, 'Que notre ^ l e ' 9 bars
13. = 9+10+11 44 bars
14. Chorus and soli with gl gl f4, 'Alceste, la charmante
Alceste' 8 bars
15. Ritournelle gl gl f4 6 bars
16. Recit, cl, 'Tant de beaute' 4 bars
17. = 14+15 14 bars
18. Recit, cl, 'Rompons, brisons' 7 bars
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19. = 14+15 14 bars
20. Chorus with continuo only, 'Rompons, brisons' 20 bars
21. Prelude a. 5 (strings?) 32 bars
22. = 20 20 bars
23. Prelude a. 5 (strings ?) 15 bars
24. Chorus with gl gl instruments + a.5 Strings, 'Que
nos pleurs' 57 bars
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2
(2) The other manuscript scores compared with Vm 12.
It is not always clear how much of a score was repeated or at 
what point in a movement a da capo occured. There may be 
inaccuracies in the following list where nos. 2a and 2b are 
concerned, and also with the composite reprises at nos. 13, 17, 
and 19.
/
Res 2046 A clearly written reduced score, largely on 3 staves.
It was copied after Lully's death, since the title page reads
/ A
'compose par feu le Sieur de Lully'. There are many vocal orna­
ments in the recitative. No instrumentation is specified, and 
in the choruses (eg 9 and 10)the independent gl parts are not 
given while the voices are singing. Contents: 1,2,3,5,4,6-12,
14-24.
Rés F 548, Res F 549 These are clear full scores in the same hand­
writing. They show signs of use (dog-earring, candle grease).
The chief eccentricity is that not only are flutes not mentioned 
for the relevant numbers, but 'violons' are specified throughout, 
even in no. 24 where these scores read gl gl (ie a divisi dessus 
de violon line) Cl,C2,C3,f4 (Vm^ 12 has gl gl + gl Cl C2 C3 f4.)
Their contents are identical with the continuo part in the 
Bibliothèque de l'Arséial described on p . , and X 22, a full score 
which has figures added to the bass in another hand, as if to make 
it suitable for use in performance. X 22 names no instruments, and 
gives only the first flute part in many numbers. The contents of 
these scores seem to represent the most popular cut version of the 
score: 1,2,3,8,6,7,12-17, 20,21,23 24. The published libretti of
1674 and 75 imply this version, though they are not reliable evidence 
for chorus repeats (the missing no. 19 eg) and of course do not 
mention ritournelles (nos. 4,5,11 etc.)
X 24 This is a short score, mostly on two staves. No flute parts 
are given other than in the three part ritournelles and no. 24.
No instruments are mentioned. Contents: 1,2,3,7,8,6,7, 12-17, 20,
21, 23 24.
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Res 678 This copy is signed by one Le Roux. It is rare among 
the scores in giving stage directions and in identifying several 
of the soloists by name. Nos. 7 and 15 are marked 'Flustes'.
Most of the score is compressed into two or three staves. Contents 
1,3,7,12,13,14,16,17,15,20- 24.
2
Vm 12 (bis) is very incomplete, containing the overture, most 
of the prologue, a little of .Acts I and II and this fragment of 
III 5. It looks to be in a later hand, and contains many Italian 
speed directions. Contents: 1,3,9,10,14,16.
2
(3) The published scores compared with Vm 12.
The four published scores of Alceste are listed on p. 3%. 
Their contents for this scene are identical and comprise nos 
1,3,4,14,16,17,20,21,23, and a shortened version of 24.
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/ /
Resume ;
Prologue
The prologue to Alceste Is at once a much slighter 
structure and a more sophisticated one than the prologue 
to Cadmus. Instead of a plot it discusses abstract virtues - 
glory, heroism etc. The Nymphe de la Seine opens the 
prologue with her exquisite air, 'Le héros que j'aime, ne 
reviendra - t - i l  pas?' The hero is of course Louis, and 
La Gloire explains that he has been seeking glory in war. 
Gentle pastoral airs and lyrical recitative are contrasted 
with trumpet tunes and martial choruses. Quinault draws 
the comparison, which was to become a cliché in the prologues, 
between the rival delights of Mars and Venus. The prologue 
ends with an invitation to the 'plaisirs exilez' to return.
Many cf the prologues deal with military victories, and 
Louis' achievements on the battlefield. During most of 
the years Lully was writing operas, Louis was at war with 
Spain in the Netherlands, and the prologues give a running 
commentary on his fortunes - interpreted through syco­
phantic eyes.
Opera
Quinault's version of the Alceste story is very much 
coloured by the attitudes of his time. The influences of 
Venetian opera which moulded the libretto of Cadmus is 
diminished, but the extreme simplicity of the basic theme 
is still cluttered with sub-plots and the use of the 
spectacular still dictates the unfolding of the story. 
Nevertheless Alceste is an immediately relevant opera: 
in the scenes between the husband and wife, Quinault and 
Lully portray real emotions and real human reactions, with 
a quite astonishing sureness of effect - astonishing in the 
context of the mythological characters with which their 
previous collaborations deal.
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I 1 The opera opens with a scene in which the chorus
celebrates the wedding of Alceste and Admète. Alcide, 
however, reveals to Lychas his hopeless love for Alceste.
The libretto shows evidence of very careful construction.
The somewhat awkward character of Alcide is firmly 
established in this opening scene: it is Lychas who
supplies the clue to the whole of Alcide's subsequent 
behaviour -
'L'Amour est-il plus fort qu'un Heros indomptable?'
- and we observe that this remains a question until the last 
act.
I 2 Straton joins Lychas and Alcide in deploring the pains
1 3  of jealous love. He accuses Lychas of coming between him
I 4 and Cephise, but when he taxes Cephise with her preference
for Lychas, she does not attempt to excuse or refute the 
charge:
'Es-ce me faute
A 1Si Lychas me plait plus que toy?'
I 5 Scene five introduces the sinister figure of Licomède,
king of Scyros. He, too, is jealous of the royal match,
I 6 and plans to abduct Alceste. It is not until the sixth
I 7 scene that Alceste and Admète appear on stage: a divertissement
in the form of a fête marine is held in honour of their
wedding. During the festivities, Licomede and Straton lure 
Alcide and Admète onto a floating pier which sinks under
I 8 them,^ and in the confusion Alceste and Cephise are captured.
Licomede's sister, Thétis, arises from the sea. She conjures
up a storm to hinder Alcide and Admète in their pursuit of
Alceste. After a turbulant prelude for the winds, Eole des­
cends to clam the storm and to assure Admète and Alcide that 
'Le ciel protege les héros.'
II 1 Straton has brought Cephise to Scyros, where they
continue their quarrels. The hopelessness of Straton's 
position is underlined by Lully's treatment of the dialogue:
1 Ex. 77 p.
2 Ex. 88 p. 2 0 4
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Cephise pleads for a deferment of her forced wedding.
Straton punctuates her pleas with sarcastic rejoinders -
'Amusement, amusement.' ....
Discours, discours, discours! ....
Chansons, chansons, chansons ...... *
each brief phrase set in the idiom of a continuo aria.
II 2 And in the next scene, when the parallel situation between
Alceste and Licomede is developed, Licomede, too, unwittingl 
spoils his chances by tormenting Alceste in a continuo aria.
II 3/4 A staged battle ensues, in which Admète is mortally
II 5 wounded. There is an incident in which his father, Pheres,
tohicb
offers a statement loaded with dramatic importais realised 
at a later stage in the opera:
'C'est une charge bien pesante 
Qu'un fardeau de quatre-vingts ans.'
II 6/7 In the aftermath of the battle, Quinault maintains the tension
by making Alcide again declare his apprehension of Alceste's 
powers over him:
'Gardez-vous bien de m'arrêter.
Laissez, laissez-moy fuir un charme qui m'enchante;
Non, toute ma vertu n'est pas assez puissante 
Pour répondre d'y résister .....'
II 8 This scene has been quoted extensively in Chapter Eight.^
After the victory, Admète enters, wounded and indeed dying; 
Alceste comforts him, while inveighing against the injustice 
of their fate. The gradual revelation of their characters in 
a situation of mounting tension makes for one of Lully's most
II 9 moving scenes. When Apollon descends to explain the possibility
that Admète may be saved, it is the masterly contrived suspense 
of Euripides' drama that sustains Quinault's plot - 
'La lumière aujourd'huy te doit être ravie.
Il n'est qu'un seul moyen de prolonger ton sort!
Le Destin me promet de te rendre la vie
Si quel qu'autre pour toy veut s'offrir a la mort.'
See Ex 8T- p 3L0\
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III 1 This act of continuous tension and incipient drama
is played out before the solemn monument which has been 
errected in order to enshrine the name of the hypothetical 
saviour of Admète's life. No one has yet come forward, 
however, and Admète is at the point of death. Phérès and 
céphise make their excuses for not offering their lives.
Ill 2 The off-stage cries of 'Hélas, hélas, hélas!' add to the
III 3 tension, but these cries suddenly change to 'O trop
heureux Admète, que votre sort est beau!' - the sacrifice 
has been offered on Admète's behalf, and his recovery is 
miraculous and swift. As he orders funeral rites for the 
unknown who has died in his place, the completed monument 
III 4 is unveiled, and Alceste revealed as the willing victim.
Ill 5 The ceremonies of mourning take place. Admète, however,
III 6 declares that he no longer wishes to live without Alceste.
Ill 7 Alcide offers to rescue Alceste from the underworld on
condition that she is given to him as his reward. Admète 
III 8 accedes to this proposition, and Diane appears to promise
Alcide the protection of the gods. It is a curious moment 
in the characterisation of Admète. Quinault here slants the 
drama away from Euripides' overriding concern with Admète's 
kingship and explores more 17th century conflicts when he 
depicts Alcide's love for Alceste: Quinault's tragedy is a
domestic one. It is quite incidental to his plot that Admète 
is a king. He is shown as a man who is emotionally entirely 
dependent upon the stronger character of his wife. It is 
credible for Quinault's Admète to agree to the bargain with 
Alcide; we can accept that his desire to see Alceste alive 
could overcome his desire to possess her - in theory, and 
before being confronted with the fait accompli. Alcide is 
a more interesting character. His magnanimity in the last 
act is admirable, but he is to some extent a posturing, 
unreal hero. His triumph over love is too uncomfortable an 
emotion to conclude the opera, and we feel that either his 
heroism is too good to be true, or he was incapable of really 
loving Alceste in the first place.
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IV 1/2 Act IV provides some comic relief. Charon is per­
suaded to ferry Alcide across the Styx inspite of his 
objections to Alcide's 'si grands poids.' Then we are in
IV 3 the Underworld. The mythological imagery of the afterlife 
fascinated the 17th century - Lully alone inspired a 
considerable number of pamphlets and hypothetical anecdotes 
dealing with his supposed reception in the Elysian fields 
and his rewards or punishments there for the deeds and 
misdeeds of his life - according to the persuasion of the
author. In opera the Underworld is frequently visisted,
since it provides an obvious opportunity for contrasting 
tone pictures between the Happy Shades and the spirits in 
torment. Alceste is entertained by Pluton, and his Infernal
Spirits attempt to divert her with a dance episode.
IV 4 The entertainment is interrupted by the announcement
IV 5 of Alcide's arrival. He appeals for Alceste's release,
which is granted since he has an unanswerable argument - 
in 17th France -
'II faut que l'Amour extrême 
Soit plus fort que la mort.'
Act V opens with a celebration of Alcide's victory.
V 1 Admète sings - apparently without any concealed frisson -
V 2/3 'Alcide est vainqueur du trépas.' In tie following scenes,
the confidants prepare, through the medium of parody, for 
Alcide's ultimate magnanimity: Lychas and Straton abandon
their rivalry and submit to céphise's judgement that 
'L'hymen détruit la tendresse.'
V 4 Scene four shows the unacceptable result of Admète's
sacrifice: Admète and Alceste struggle to renounce each
other afresh. Moved by their dilemma, however, Alcide 
renounces Alceste:
'Non, non, vous ne devez pas croire
Qu'un vainqueur des Tyrans soit Tyran a son tour:
Sur l'Enfer, sur la Mort, j'emporte la victoire;
Il ne manque plus à ma gloire 
Que de triompher de l'Amour.'
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V 5/6 The closing scenes contain a divertissement - a
pastoral idyll in honour of the three protagonists. It is 
a convenient device to end a drama which, had it been 
presented in an idiom one jot less conventional, might have 
ended disconcertingly. The human drama of Alceste almost
breaks ihe frame Lully and Quinault devised for it. Not 
until Persee does Lully again come so close to presenting 
tragedy rather than tragédie Ivrigue.
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Thesee
First performed: Saint Germain January 11th 1675
Paris April 1675
First published by Ballard in 1688 (a printed full score, 
available in the Bibliothèque Nationale and the British Museum.)
Subsequent published editions :
1711 Baussenî reduced 
1720 Ballarcy
Manuscript scores consulted:
Bibliothèque Nationale Vm^ 17 l^educed
Res 686j
British Museum Add. 16045 reduced
Another manuscript score exists in the Bibliothèque de Versailles 
See note on p. 2. 2.5"
Modern editions: Miëhaelis, Paris 1878
Libretto by Philippe Quinault.
Published in 1675, 1677, 1678, 1688, 1690, 1698, 1707, 1720, 
1729, 1744, 1754, 1765, 1767, 1779, 1782
Note: there seems to be a discrepancy between the large number
of revivals of this opera, implicit in the many issues of the 
libretto, and the unusually small number of both manuscript and 
published scores.
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The cast of the first Paris performance included 
Prologue
Venus.............  Beaucreux
Cerès ............. De la Borde
Bacchus ........... De la Grille
Mars .............. Godonesche
Thesee
Aeglée ............ Aubry
Cleone ............ Brigogne
Med^e ..............Saint-Christophle
Dorine ..  ....... Beaucreux
Minerve ........... Des Fronteux
La Prêtresse...... Verdier
Thesee .............Cledière
Egée .............. Gaye
Arcus ............. Morel
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Résumé :
Prologue
The prologue to Thesee, like that of Alceste, juxtaposes 
the ideas of war and peace. In Thesee, however, these abstract 
ideas are personified. 'Revenez, revenez, amours' sings Venus, 
'Pourquoy quitter ces lieux ou l'on est sans alarmes?' Mars 
descends, his arrivai accompanied by a trumpet air. He yields 
to Venus in words which describe the instrumental scheme of 
many subsequent prologues - 
'Que les hautbois 
Que les musettes 
L'emportent sur les trompettes 
Et sur les tambours.' 
cérès and Bacchus are introduced to second the claim that peace 
and unity alone are fruitful.
Opera
I 1/2 Thesee opens most dramatically in the middle of a battle
in which Egée is defending his kingdom. In Chapter Two we 
found Thesee to be an almost unclassifiable opera. It has 
few traces of the Venetian models which colour the Cadmus 
libretto strongly and which play a part in shaping the plot 
of Alceste. There are no comic characters : the minor
characters are confidants not servants, and no attempt is 
made to parody the action of the protagonists in the scenes 
which take place between their major confrontations. The 
inevitable battle scenes dominate Act I - but the battle is 
off stage and the action is focussed on the temple of 
Minerve, where the consequences of the battle are considered. 
In the opening scenes, the off stage chorus describes the 
crucial point the battle has reached - 
'II faut vaincre ou mourir' 
and their shouts and exhortations punctuate Aeglee's prayer to 
Minerve, pointing the contrast between public and private 
issues which runs through the drama.
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I 3 Aeglée is joined by her confidante, Cleone, They
praise Thesee:
/
'AhI qu'un jeune Héros dans l'horreur des combats.
Couvert de sang et de la poussière,
Aux yeux d'une Princesse fière 
A de charmants appas.'
Thesee has all the attributes of the heroes who dominate 
the 'heroic operas' but in this opera he is subsidiary in 
status to Med^e. Like Alcide, he is almost superfluous, a 
useful sketch for the later operas. The martial choruses 
continue to interperse the temple scenes. The women are
1 4 joined in scene four by Areas, who gives a vivid account
of the continuing battle, and Thesée's remarkable performance 
in it.
I 5 This is an irrelevant love scene for Cleone and Areas.
The scenes between the confidants in this opera are weak: 
on the one hand Cleone and Areas are not as well characterised 
as, for example, Céphise and Lychas in Alceste, and on the 
other, the plot interest is concentrated on the dominant 
personality of the sorceress Medée. The confidants come 
even further down the chain of relevance than they do in 
Cadmus and Alceste; even if they were distinctively 
characterised - and they are not - their episodes would still 
seem an intrusion.
1 6 The High Priestess joins Aeglee and Cleone in a prayer
for victory. Off stage, the choral interpolations record 
the successful issue -
'Liberté, liberté, liberté.
Victoire, victoire, victoireI'
I 7 King Egée announces the victory.
I 8 The king reveals his love for Aeglee in a moving passage
Quoted in Ex. 75.) In the dialogue which follows, Aeglee 
reminds him that he has promised to marry Medée. Egée replies 
that he intends to marry Medée to his son instead - the son 
whom he has had brought up in secret at Troizen. The act
I 9 ends with a ceremonial scene in honour of Minerve.
Sec p.
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II 1 In the second act, the scene moves to the palace of
Egé^ e. The sorceress Medée makes her first appearance. She 
is undoubtedly one of Lully's most impressive characteris­
ations, and in the context of the early operas, the fullness 
of the musical portrait is striking. Medée's character 
develops during the course of the opera, but her predicament 
is stated in her first soliloquy -
'L'impitoyable Amour m'a toujours poursuivie;
N'estoit-ce point assez des maux qu'il m'avoit faits!
Pourquoy ce Dieux cruel avec de nouveaux traits 
Vient-il troubler le reste de ma vie?'
The balance between Medée's unwilling submission to love, 
and her burning ambition for power, is the theme of the opera.
She is depicted as bringing about evil inspite of herself;
'Le destin de Medée est d'être criminelle 
Mais son coeur étoit fait pour aymer la vertu.'
Her confidant, Dorine, encourages her to admit her love for 
Thesée but Medée herself is full of forboding and can see np 
happiness in store even if she smoothes the course of this love 
by her magic powers.
II 2 In a masterly scene, Egée awkwardly and with embarassment
tells Medée that he does not intend to marry her. Medée in 
her turn reveals that she is eager to exchange Egée for Thesee, 
II 3 and they sing a duet in praise of inconstancy. Areas warns
Egée of Thesée's mounting popularity with the people of Athens, 
II4/5 which he sees as a political danger. Dorine upbraids Areas for 
his supposed inconstancy, and expresses a mild regret at her 
own faithfulness in a lighthearted aria -'C'est done la tout 
le prix d'une Amour trop sincere.'
II 6/7 Thesée's popularity is demonstrated in these scenes. The
chorus greet him with the dangerous acclamation 'Regnez, regnez, 
Heros indomptable!' A short divertissement in his honour 
II 8 ensues. Thesée eventually dismisses the crowd, and listens to 
Medée's warnings of the king's jealousy. Thesée ingenuously 
reveals his love for Aeglee at which Medée prophesies redoubled
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wrath from the king - 'Vous avez le Roy pour rival' - and 
offers to mediate for Thesée with both the king and Aeglee.
II 9 In a soliloquy Medée abandons the good intentions expressed
in II 1-
'Depit mortel, transport jaloux.
Je m'abandonne à vous.'
III 1 Aeglée tells Cleone of her love for Thesée, but Areas
III 2 enters, bringing the unwelcome news that the king is planning
to marry Aeglée very soon. Both Aeglée and Cleone beg him
to persuade the king to 'tourne ailleurs son choix.' In an
III 3 important encounter between Medée and Aeglée, Medée pretends 
to sympathise with Aeglée - 'Vous aymez donc Thesée?
Ah! n'en rougissez pas.
Il n'est que trop digne qu'on l'ayme.'
but reveals subsequently that she too loves Thesée. Aeglée 
is not intimidated, and declares that she would rather die 
than give up Thesée. Medée replies that it may indeed come 
to that ;
'Voyons si votre amour est tel qu'il veut paroitre.
Puisque vous le voulez, vous allez me connoitre.
Je vais vous faire voir ce que c'est que Medée
Et quel est son pouvoir.'
During a short ritournelle the palace is transformed into 
'un desert épouvantable.'
III 4/5 Aeglée, Cleone, and Areas express their horror at the
magic manifestation,^ and Cleone and Areas appeal to Dorine
III 6 to save them. Medée releases the confidants because her 
III7/8 torments are not destined to fall on them. She invokes the
'Ombres ... de la nuit eternelle' who torture Aeglée.
IV 1 Aeglée begs for death. Medée, however, offers her freedom
on condition that she marries the king. She allows Aeglee to 
IV 2 see Thesee, sleeping, and threatens to kill him unless Aeglée 
IV 3 agrees to her condition. Aeglee at once renounces Thesée,
but Medée increases her torture by requiring Aeglee to release
1 Ex. 9-2j.. p  ill
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Thesée from their compact by appearing to repulse him. In 
\V /i-l S' another transformation scene, Medée changes the desert to
an exchanted isle. Thesée wakes, but is puzzled at Aeglee's 
sudden coldness. Aeglée is taunted by Medée and reproached 
by Thesée, and on Medée leaving them together, she is unable 
to conceal her real emotions from Thesée. She reveals the
conditions Medee has laid upon her, and Thesee in his turn 
reaffirms his love for her, and explains that he is Egee's 
son from Troizen, as yet unrecognised by the king.
IV 6 Medee reappears, having overheard all. Thesee and
Aeglee each beg to be the only one to be punished. Medée 
seems to relent, and summons the inhabitants of the enchanted 
isle to console them in a divertissement.
V 1 Act V opens with another soliloquy for Medée: tormented
by the rival claims of love and vengeance, she poses the 
question -
'Ah! faut-il me venger en perdant ce que j'ayme?' 
and by the end of her musings she has resolved the point - 
'Ilfeut me venger en perdant ce que j'ayme.'
The great strength of the characterisation of Medée is that 
it explores the dilemmas, and shows us her character in the
V 2 making. She reveals her plan to Dorine -
'La vengeance ordinaire est trop peu pour mon coeur.
Je la veux horrible et barbare!'
She plots, in fact, to make Egée kill Thesee, Egée being 
ignorant of the fact that Thesee is his son. She gives the
V 3 king a goblet of poisoned wine, and persuades him to offer it
to Thesee. Egée is reluctant: he admires Thesée as a great
hero, but he fears for the security of his throne. In the
V 4 end he agrees to the act and hypocritically welcomes Thesée
and Aeglee to a feast. The denouement is extremely brief.^ 
Lully and Quinault confine all introspection to ihe soliloquies, 
and this scene passes at the pace of natural speech. Egée 
recognises Thesée as his son from Troizen by the sword on
V 5 which he swears his subjection to the king. The tragedy is
narrowly averted, and Medée hurries away.
1 Ex. 11. p t?2-
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Thesée is forgivi»^j and - after the scene in the enchanted 
isle - curiously unapprehensive:
'Notre parfait bonheur 
Suffira pour sa peine.'
Eg^e renounces his claim to Aeglee:
'Trop aymable Aeglee,
Je vous ayme;
Mais je veux être heureux 
Dans un autre moy-même.'
V 6/7 The wedding festivities are interrupted by the appearance
of Medée on her dragon-winged chariot - she orders the 
palace to be destroyed, and the people flee as it begins 
to fall about their heads.
V 8 Minerve appears,however, and by her greater power
causes a new palace to be built. It is acclaimed with great 
rejoicing: a divertissement in praise of the palace.
Minerve, Thesee and Aeglée concludes the opera.
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Atys
First performed: Saint Germain January 10th 1676
Paris April 1676
First published by Ballard in 1689 (a printed full score,
available in the Bibliothèque Nationale and the British Museum.)
Subsequent published editions:
1708 Baussen ^ reduced
1709 Baussen
1115 Ballard \
1720 Ballard J
Manuscript scores consulted:
Bibliothèque Nationale Vm
X
30 
26
Re's F 570 
Rés F 571
/
full
Res F 566 
Vm^ 21 
Vm^ 22 
Rds F 572 reduced
Bibliothèque de l'Arsenal Musique 936 reduced 
British Museum Add 24304 full
Add 16045 reduced
There are also manuscript scores at Versailles and Besancon 
see note on p.22.5'
Modern editions: Micheelis, Paris 1880
Libretto by Philippe Quinault.
Published in 1676, 1677, 1678, 1682, 1687, 1699, 1725, 1738, 
1747, 1753, 1780, 1783
— 253 —
The cast of the first Saint Germain performance included; 
Prologue
Flore......... Poussin
Melpomene.......Boise
Iris ...........  Veron
Le Temps ......  Hardouin
Un Zephir...... Buzeau
Atys
Sangaride...... Journet
Cybele......... Du jardin
Doris .......... Poussin
Melisse .........Milon
Atys ............Cochereau
Le Sommeil.....Buzeau
Morphee........ Chopelet
Phantaze....... Mantienne
Celoenus ....... Hardouin
Idas )
Le Fleuve Sangar...jDun 
Phobetor )
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/Resume:
Prologue
Atys opens with a very simple prologue indeed - no plot, 
no personified conflict between war and peace. It is a more 
overt panegyric on Louis than is usual in the prologues :
'En vain j'ay respecté la célèbre mémoire 
Des Héros des siècles passez:
C'est en vain que leurs noms si fameux dans l'histoire 
Du sort des noms communs ont estez dispensez :
Nous voyons un Héros dont la brillante gloire 
Les a presque tous effacez.
Ses justes loix
Ses grands exploits
Rendent sa mémoire éternelle.'
Atys has a certain importance, however, in that its prologue 
is the earliest one to anticipate the subject matter of the
S ' ­opéra. Melpomene sings -
'La puissante Cybele pour honorer Atys
Qu'elle a privé du jour
Veut que je renouvelle
Dans une illustre Cour
Le souvenir de son amour.
Que 1'agrément r&stique de Flore et de ses Jeux 
Cede à l'apareil magnifique 
De la Muse tragique 
Et de ses spectacles pompeux.'
Most of the prologues incorporate an 'excuse' for the opera - 
it becomes an extension of the festivities in honour of which­
ever deity has descended in the flying chariot on a particular 
occasion. But the specific mention of the characters of the 
opera in the prologue is rare. It is characteristic of the 
last three operas - notably Amadis - and perhaps shows Lully 
and Quinault dissatisfied with the irrelevance and vacuity 
of the prologue convention.
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Opera
1 1 The whole of the first act is built on the musical and
verbal content of the first scene. The mood is expectation; 
Cybele's arrival is imminent and preparations for her rites 
are underweigh. Atys is joined by his confidant, Idas. In
J 2 writing his fourth opera, Lully was no longer inhibited from
giving his major protagonists airs. Atys sings the type of 
self contained movement which would have been assigned to a 
confidant in an earlier work: he praises the advantages of
J 3 an unattached heart. Sangaride and her confidante Doris join 
them. Atys reminds Sangaride that she is wooed by Celoenus, 
the king, and boasts that he himself is fancy free. They 
dispute aimiably over the rival delights of being in, or out
1 4  of, love. Doris warns Sangaride that Atys is no concern of
hers for she is to be married to the king. Sangaride, however, 
is offended by Atys's indifference, and tells Doris that she 
loveS him secretly.
I 5j Atys announces the arrival of the Phrygian people at the
I 5 rites. In an encounter fraught with misunderstandings and
deceptions, Atys reveals his love for Sangaride, and she 
T 7 confesses hers for him. The religious ceremony interrupts
their revelations and regrets. Cybele descends, to choose
I 8 her High Priest. A clue to the involvements of her subse­
quent relationships is given in her words to the Phrygian 
people -
'Je reçoy vos respects,
J'ayme a voir les honneurs
Dont VOUS me présentez un éclatant homage.
Mais 1'homage des coeurs est ce que j'ayme d'avantage.
.......  s'il fait honnorer Cybele
Il faut encor plus 1'aymer.'
II 1 Atys and Celoenus await Cybele's choice of High Priest.
Celoenus tells Atys that he is worried by Sangar^e's coldness; 
Atys reassures him. Atys behaves so despicably throughout
this opera that he can hardly be dignified with the word hero.
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He betrays Celoenus and Cybele, tricks Sangaride, and shows 
a consistent repugnance to telling the truth.^ Cybele 
jj 2 announces that her choice has fallen on Atys, and in the 
II 3 third scene she reveals to her confidante, Melisse, the
reasons for her choice. Melisse encourages Cybele once she 
has understood the delicate hierachical nuances of the 
relationship:
Melisse: 'Mais vous pouviez aymer et descendre moins bas.
Cybele: Non, trop d'égalité^rend l'Amour sans appas.'
The possibility that Quinault was depicting a notorious 
unequal liaison at court cannot be ruled out - though if he 
was, none of the court gossips has left a record of the fact.
II 4 The act closes with a divertissement in honour of Atys's pro­
motion to High Priest.
III 1 Atys soliloquises on the contrast between the honour
of his position and the unhappiness of his love. In the 
III 2 second scene, Doris and Idas tell him that Sangaride has
revealed their mutual guilty love. This scene contains thE 
couplet condemned by Boileau, and other critics of the 
deleterious moral effect of opera - 'II faut souvent pour 
devenir hereux
/V ce
Qu'il en coûte un peu d'inngnce.'
This is the first suggestion of a theme which was to become
important in the later operas: the justification of infidelity
If Quinault's libretti are at all typical of the 17th century
climate of thought - and we have evidence that they mirror
it closely - then this was a popular and widely discussed
topic, and Boileau's criticism underlines its contemporary
relevance.
1 The exact relationship between Atys and Sangaride is never 
defined but we are told that they are closely related in I 4. 
So Atys may well have to answer to charges of incest among 
his other crimes.
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III 3 Atys, torn apart by the rival claims of love and duty,
III 4 seeks to escape from his troubles in sleep. Sleep scenes, 
providing an opportunity for expressive orchestral writing 
and miming dance, were a commonplace in Venetian opera.
Lully's divertissement was one of the most famous single 
scenes from his operas. It appears in many part books as a 
separate number, and the evidence shows that it was often 
performed, with a variety of orchestrations. Happy and tor- 
III 5 menting dreams are made visible in the dances, but Atys wakes 
during the nightmare of the sonaes funestes.  ^ Cybele is at 
hand, and hints that the relationship she desires with Atys 
depends more on love than respect.
III 6 Sangaride decides to tell Cybele of her]ove for Atys and
beg to be released from her betrothal to Celoenus. But she 
is interrupted by Atys, who allows Cybele to form the 
impression that Sangaride wishes only to break with Celoenus. 
Cybele promises to protect her, and, not realising that she 
is a rival, tells Sangaride that she loves Atys. But although 
she has no suspicion of Sangaride's love, she does suspect 
III7/8 Atys of duplicity, and reveals her doubts to Melisse.
IV 1 Sangaride is discovered in tears by Doris and Idas.
She knows that Atys is deceiving Cybele, and suspects him of
IV 2 deceiving her. In a confrontation between Celoenus and
IV 3 Sangaride, Sangaride is evasive but eventually promises to do
whatever Celoenus orders. When Atys joins them, Celoenus 
boasts to Atys of his approaching marriage.
IV 4 In a scene of further misunderstandings, which inciden­
tally explores very fully the justification of infidelity theme, 
Atys arouses Sangaride's fears when he expresses pity for 
Celoenus. She discounts his love as' being of no importance 
besides hers for Atys. Atys defends his deception of Cybele 
by explaining that he was attempting to protect Sangaride from 
the goddess's anger. Just as they are becoming reconciled,
IV 5 Sangaride's father, the god of the river Sangar, arrives to
witness her marriage to the king. A watery divertissement
for the river people ensues.
1 Ex. 51. p. 12.^
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IV 6 Atys, in his role as High Priest, refuses to solemnise
the wedding of Sangaride and Celoenus because he says it is 
contrary te the will of Cybele. In the confusion which 
follows his announcement, Atys commands the zephirs to bear 
away himself and Sangaride.
V 1 Cybele, accused by Celoenus of depriving him of his bride,
reveals the full extent of Atys's perfidy. In the striking
V 2 second scene of this act Cybele and Celoenus unite forces
against Atys and Sangaride in a long antiphonal movement
exposing the cumulated tension of betrayal upon betrayal.^
Cybele invokes Alecton to
'Inspire au coeur d'Atys ta barbare fureur.'
V 3 Atys, madden% ■, is unable to recognise Sangaride, and in his
demented state, kills her.
V 4 As Atys's reason returns, he discovers what he has done.
Horror stricken, he rejects Cybele's untimely declaration of 
love. Cybele and Melisse decide that Atys has been punished
V 5 enough, but before they can grant forgiveness, Atys kills
V 6 himself. For a short while, between his murder of Sangaride
and his suicide, Atys is completely sane and wholly human. 
Perhaps in the end his undeniable humanity is too much for 
Cybele; she transforms him into 'un arbre aymable' and the
V 7 opera ends with a divertissement to mourn Atys and to celebrate
his metamorphosis. It is a curious opera - one of the few 
totally amoral plots in the history of opera. Atys early on 
forfeits any sympathy by his despicable behaviour, and his 
tragic end is diminished in importance and in effect by his 
unheroic qualities. The significance of the opera in Lully's 
development is the opportunities it presents for expressive 
tone pictures - the sleep scene, the river divertiesement, 
and Atys mad. The mythological and spectacular elements are 
explored further and more successfully in Isis and Proserpine.
1. Ex. 92 p.20^
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Isis
First performed: Saint Germain January 5th 1677
Paris April 16
First published by Ballard in 1719 (a printed full score available 
in the Bibliothèque Nationale and in the British Museum.)
Manuscript scores consulted:
Bibliothèque Nationale Vm^ 33 full
2
Vm 34 reduced
British Museum Add. 16045 reduced
There are also manuscript scores at Versailles and Besanqpn, 
see note on p. 2.2.5”
Modern editions: Michaelis, Paris 1882
Libretto by Philippe Quinault.
Published in 1677, 1686, 1704, 1717, 1732
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The cast of the first Paris performance included 
Prologue
La Renommée................  Verdier
Apollon .................... La Grille
Deux Tritons ....... ....... Dûmesny
Nouveau
Neptune .................... Forestier
Isis
lo ......................... Aubry
Junon ...................... Saint-Christophle
Hebe"....................... Brigogne
Iris ....................... Saint-Colombe
Mycene ..................... Verdier
Trois Parques .............  Bony
Langeais
Forestier
Mercure .................... Cledière
Erynnis .....................Ribou
Hierax..................... Gaye
Pirante  ...............  Langeais
Jupiter .................... Beaumavielle
Argus ...................... Morel
P a n ........................ Godonesche
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^ / /Resume :
Prologue
L This is one of Lully's most striking openings: trumpets
appear as a stage property in the Palace of Fame, but the 
visual effect is combined with^musical . when they are 
played in the brilliant Prelude to this scene. The prologue 
expounds the virtues of the great hero, and describes his 
victories.
2 Neptune, the Tritons, and the other sea creatures 
continue the praise -
'C'est le même Vainqueur si fameÿix sur la terre 
Qui triomphe encor sur les eaux.'
3 The third scene opens with the lovely Prelude des Muses 
which uses two (solo?) violins in a concerto-like texture.
This scene shows the contrasting image of peace. Instead
of the antithesis of war being presented as pastoral delights, 
in this passage it is shown to be the fine arts :
'Cessez, cessez pour quelque temps 
Bruit terrible des armes.
Qui trouble le repos de cent climats divers.
Ne troublez point les charmes 
De nos divins concerts.'
Opera
[ 1 Isis is particularly notable for the fine instrumental
preludes, and the opera opens with a lovely and extended one. 
In the scene that follows, Hierax complains that the nymph 
[ 2 lo does not return his love. His confidant, Pirante, attempts
to cheer him. Their conversation reveals that lo's father 
has promised her to Hierax's brother, Argus. Junon, however,
[ 3 has given her support to Hierax. When lo enters she tells
Hierax that she wishes to postpone their marriage. He accuses 
[ 4 her of infidelity, and in the following scene between lo and
her confidante. Mycène, lo admits that Hierax 's'allarme avec
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justice’ - for Jupiter has declared his love for her. In 
the operas that follow Atys we shall find the justification 
of infidelity to be a recurrent theme. In the present 
argument, lo suggests that the status of a new lover is a 
valid cause -
'Mon coeur autant qu'il peut.
Fait toujours resistarv'-ce;
Et pour attaquer ma constance,
I 5 II ne falloit pas moins que le plus grand des Dieux.'
Mercure arrives to woo lo on behalf of Jupiter. He 
announces the imminent arrival of 'le plus grand des dieux' 
and reinforces lo's argument with the statement that 
'Quand c'est pour Jupiter qu'on change 
II n'est pas honteux de changer.'
I 6 After a short divert is s ement, Jupiter descends to court lo
in person.
II 1 In this scene, as in the prologue, visual effect and
music are intimately linked. lo is enveloped in a cloud 
II 2 for the duration of the act prelude and when Jupiter appears
'les Nuages qui obscurissent le Theatre sont illuminez et 
peints de couleurs les plus brillantes et les plus agréable.' 
Jupiter explains that he summoned the clouds to hide them 
from the jealous pursuit of Junon. He develops the just­
ification theme by overriding the very claim advanced by 
both Egée and Celoenus:
'Je fonde moins mon esperance 
Sur le grandeur de ma puissance.
Que sur l'excès de mon amour.' 
lo rejects this argument in favour of her prior attachment 
to Hierax:
'L'honneur me vient trop tard,
J'ay formé^ autres noeds.'
Jupiter's reply is preposterous, if characteristic, and it 
is perhaps fruitful to remember that if Madame de Montespan 
recognised herself as Junon,^ Jupiter must have been 
identifiable as Louis -
'C'eet une assez grande gloire
Pour votre premier vainqueur
D'être encor dans votre mémoire
Et de me disputer si longtemps votre coeur.'
1 See p. 4*1-
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lo now admits that it is duty, not inclination, which impedes 
her - 'Le devoir veut que je vous quitte.'
II 3 Jupiter instructs Mercure to waylay Iris and Junon who
II 4 are seeking him. In scene four. Mercure and Iris have a
tedious exchange, parodying Jupiter's wooing of lo. It is, 
however, an encounter of equals, and Iris is better able than 
lo to hold her own:
Mercure: 'Si je vous disois que je veux vous choisir
Pour attacher mon coeur d'une eternelle chaîne -
/ A
Iris: Je vous ecouterois peutetre avec plaisir.
Mais je vous cr^brois avec peine!'
II 5 Inspite of Mercure's delaying tactics, Junon descends.
In connection with Quinault's portrayal of Madame de 
Montespan, perhaps the key sentence is this:
'L'Amour, cet amour infidelle.
Qui du plus haut des deux l'appelle.
Fait que tout luy rit icy bas.'
We can understand Madame de Montespan wishing to suppress the 
suggestion that she thought the king literally ridiculous.
II 6 In order to have lo in her power, Junon chooses the
II 7 nymph to serve her. After a divertissement to celebrate
II 8 Youth, Mercure and Iris bring lo to the gardens of Hebe where
she is received into the service of Junon.
III 1 lo has been imprisoned by Junon in the solitary pastures
III 2 of Argus. Hierax enters and he and Argus sing of the pains
III 3 of unhappy love. A troupe of nymphs tease them with a chorus
in praise of 'liOerte', r* ' both the conventional 17th 
and 18th century meaning of being fancy free, and the physical 
III 4 liberty which is denied lo.^ Mercure, disguised as a shepherd
mingles with the nymphs and proposes an entertainment - the 
enacting of the story of Pan and Syrinx.
1 Ex. 96 p. U S
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III 5 The divertissement of Pan and Syrinx takes place, and
when Argus has been lulled asleep by Pan's melancholy lament, 
III 6 Mercure attempts to release lo. Hierax, however, wakes
III 7 Argus, and they call upon Junon to prevent the rescue.
III 8 Junon descends, and commands the furies to punish lo:
'Vien, prend soin de servir ma vengeance fatale.
Et d'en montrer l'horreur en cent climats divers:
/
Epouvante tout l'univers
Par les tourments de ma rivale.'
IV 1 It is possible to regard the whole opera as an excuse
for the fourth act - a series of spectacular divertissements
to show the torture of lo. In one of Lully's most famous
IV 2 scenes, lo is taken to the frozen lands, and when she begs for
IV 3 pity, the Fury transports her instead to the forges of the
IV 4 Chalybes. Tortured by the heat, lo seeks to kill herself by
diving into the sea from a high rock. The Fury still pursues 
IV 5 her, however, and she is then shown the horrors of war,
IV 6 disease, madness, famine, fire, and flood, lo begs again for
death but is told that is is for the Fates to make such 
decisions - 'C'est aux Parques de l'ordonner'.
IV 7 The dignified and moving prelude to the seventh scene^
presages the end of lo's torments, but when lo repeats her 
plea for death, the Fury charges her anew with her crime, 
lo makes her famous defence:
'Est-il un si grand crime d'aimer 
Ce que tout 1'univers adore?'
The Fates are ambiguous and unhelpful, and state that lo must 
appease Junon.
p
V 1 After another distinguished instrumental introduction,
lo begs Jupiter for death. He, however, is powerless, to
V 2 help her -
'Ma puissance souveraine
Doit suivre du Destin l'irrevocable loy.'
V 3 Jupiter pleads with Junon, and their dispute is punctuated
by the distressed cries of the dying lo. Jupiter and Junon's
reconcilliation is poorly argued. They taunt each other with 
the irrelevance of the fate of lo to their celestial status. 
Jupiter: 'Quoyl le coeur de Junon, quelque grand qu'il
1 Ex. 93 p.2lC> 2. Ex. 62 p.
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puisse être.
Ne scauroit triompher d'une injuste fureur?
Junon; De la terre et du ciel Jupiter est le maître.
Et Jupiter n'est pas le maitre de son coeur?'
It becomes a question of pride and self-agrandissement for
both to forget lo - 
/
Jupiter: 'He bien, il faut que je commence
A me vaincre en ce jour.
\ \
Junon: Vous m'apprendrez a me vaincre a mon tour.'
lo is rewarded with immortality under the new name of Isis.
The concluding divertissement includes all the immortals
ranged with the people of Egypt who celebrate the 'Divinité
nouvelle.'
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Bellérophon
First performed: Paris January 31st 1679
Saint-Germain January 3rd 1680
First published by Ballard in 1679 (a printed, full score 
available in the Bibliothèque Nationale and the British Museum. 
The first of Lully's operas to be published.)
Subsequent published edition:
1714 Ballard reduced
Manuscript editions consulted:
\  / 
Bibliothèque Nationale Res F 576
reducedRes F 577 
X 25 
Vm^ 35 
Vm^ 45
Bibliothèque de l'Arsenal Musique 937 vol 2. reduced
Libretto by Thomas Corneille and : 
Published in 1679, 1680, 1705, 1718, 1728.
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The cast for the first Paris production included; 
Bellérophon
Philonoe .................. Aubry
Stenobee ............. . Saint-Christophle
Bellérophon ..............  Cledière
Jobate  ................  Beaumavielle
Amisodar .................. Nouveau
The cast for the first Saint Germain production included 
Prologue
Bacchus ................... Le Roy
P a n ....................... Arnoul
Apollon................... Gaye
Bellérophon
Stenobee .................. Saint-Christophle
Argie ..................... Bony
Pallas .....................La Pree
La Pythie ................  Le Roy
Bellérophon ..............  Cledière
Jobate .................... Beaumavielle
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Resume*;
Prologue
It is interesting to search the libretto of Bellérophon 
to find evidence of a new librettist at work. The prologue 
is completely devoid of any such evidence. The theme is as 
usual, peace after war:
'Après avoir chanté les fureurs de la guerre 
Chantons, chantons les douceurs de la paix.'
Opera
The superior quality of Corneille as dramatist is 
conspicuous, however, as soon as the opera opens. The plot 
proves to be Lully's first heroic opera: Corneille's 
collaboration seems to have come just at the right time for 
Lully, who, in Atys and Isis had become increasingly involved 
in the somewhat feeble drama of mythological and pastoral 
subject matter. The heroic operas depend on characterisation 
characterisation of the central hero and of those whom his 
actions affect - and Lully's style had become at this point 
flexible enough for consistent characterisation to be carried 
out. Stenobee, the prototype of all the despairing heroines 
rejected by Lully's heros, is powerfully drawn in both words 
E 1 and music. At the beginning of the opera she declares:
'Non,^ les soulevemens d'une ville rebelle 
Ne m'ont point fait quitter Argos.
C'est l'amour seul fatal \ mon repos
C'est le cruel amour qui dans ces lieux m'appelle.'
She tells her confidante, Argie, of her love for Bellérophon,
and consoles herself that she has at least no human rival 
'Du moins Bellérophon n'a jamais rien aimé;
C'est è la gloire qu'il se donne.'
The princess Philonoe tells Stenobée that this very day 
her parents are to announce their choice of husband for her. 
She confides that she already loves Bellérophon. Later, with
1 A media res opening more reminiscent of Racine than of 
the librettist's famous brother.
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I 3 Argie as her only witness, Stenobee reacts to this news
like a Lady Macbeth:
'Venez, venez, vengeance.
Et versez dans mon coeur 
Votre poison le plus funeste.'
There are similarities between Stenobee, Medée, and Armide; 
but Stenobée remains primarily a woman rather than a 
sorceress, and her fate is more moving because of this.
I 4 One of the refinements of Corneille's libretto is that
he gives particularly significant opening lines to each 
character. The king, Jobate, who has agreed to kill 
Bellérophon at the request of his father-in-law. Prétus, 
begins -
'Contre Bellérophon
J'ay fait jusqu'a ce jour
Ce que Prétus devoit attendre.
De l'aveugle zèle d'un gendre ...'
Jobate has, however, found Bellérophon too useful to be 
disposed of. Unaware of Stenobee's own passion, the king 
suggests to her that he might marry Bellérophon to his
II /  /daughter Philonoe to ensure Bellerophon's loyalty. Stenobee 
reminds the king that he is bound to kill Bellérophon, and 
warns him of her enmity if he carries» outthis plan.
[ 5 Bellerophon enters at the head of a troupe of Amazons and
Solymes. He is graciously welcomed by the king who announces
that he will give Bellerophon his daughter's hand. The
Amazons and Solymes provide a divertissement to conclude the 
act.
[I 1 Philonoë sings of her happy love. She encounters
[I 2 Bellerophon. Their mutual raptures are undramatic, and the
tension does not begin to mount until in a scene between
/ / / 
Stenobee and Bellerophon, the curious structure of Stenobee's
[1 3 character is revealed:
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'Plus à mon amour
J'ay fait de violence,
Plus sur mon coeur 
Il a pris de pouvoir.'
Bellërophon is plainly baffled by her claims to both love 
and hate him -
'Vous m'avez sans relâche accablé de malheurs;
Je n'ay point reconnu l'Amour dans vos fureurs.'
Ail of Lully's heroic operas depict the essentially simple 
character of the hero, and the deeply complex character 
of the woman the hero spurns. Stenobee is strongly 
reminiscent of Medee when in scene four she expresses her
II 4 despair which is inextricably mixed with vengeance:
'II faut dans son sang que mon amour s'eteigne.'
II 5 Stenobee, however, does not deal with magic directly.
She has an attendant magician, Amisodar, who is bound to 
her service by an undying and unrequited love. Amisodar 
is commanded to make a terrible monster to devastate the 
country - in order to hold up the marriage ceremony of 
Bellerophon and Philono'e, a disproportion between cause and
II 6 effect wholly typical of the heroic operas. In a trans-
II 7 formation scene, Amisodar invokes his acolytes who construct
three small monsters out of which they build one big one!
III 1 The monster has already begun his devastation, and
III 2 the king bemoans the ravaged state of his country. Stenobee
tells him that all this has happened because he failed to 
kill Bellerophon as he was sworn to do. Bellerophon
III 3 volunteers to slay the monster.
Ill 4 Philonoe comes to the temple of Apollo to pray for the
country. The king meets her there and reveals that 
Bellerophon has offered to slay the monster. She is horrified, 
but her objections are cut short by a sacrificial ceremony
[II 5 in which Apollo descends to give judgement. His pronounce­
ment is classically misleading:
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'Un des fils de Neptüne appaisera pour vous le celeste
courroux.'
Pour l'en recompenser, il faut que la Princesse le
prenne pour époux.'
 ^ Bellerophon and Philono'è make their tortured farewells,
certain that even if Bellerophon is not killed by the monster, 
they can never marry.
1 Amisodar describes the devastation which the monster
has created. Argie asks him to recall the monster, since
2 the oracle has said that Philonoe is to marry not Bellerophon 
but a son of Neptune. Stenobee, reports Argie, would rather 
see Bellerophon die slowly from despair than swiftly in 
combat with the monster. Amisodar, however, does not wish
to recall the monster, for he reasons that it must overcome 
Bellëfophon, and with Bellerophon dead there might be a 
chance for his patient love to succeed. An off stage chorus 
interrupts their conversation to announce the approach of 
the monster.
IV 3/4 In a peculiarly irrelevant little divertissement, a
dryad and a nymph sympathise with the sufferings of the 
people.
IV 5 Bellerophon makes his farewell to the king, and dedicates
IV 6 himself^ to certain death which he sees as a fate p^ferable
to loosing Philonoe. However, Pallas carries off Bellerophon 
IV 7 in her chariot, and under her protection he fights and
overcomes the monster.
7 1 Jobate announces both Bellerophon's victory over the
monster, and the unlooked for fact that he is indeed the 
7 2 son of Neptune whom the oracle mentioned. The marriage
can now take place, and when the king breaks the news to
Stenobee she tells him of her plotting; and reveals that she 
has taken poison, unable to bear the thought of Bellerophon's 
marriage. Her death scene is written in foi;^idably dramatic 
recitative. But she is too strong a character for her role 
in the plot. Her death is dismissed with an outrageous lack
IIof involvement. Philonoe comments 
'Quel exces de fureur'
^ ---- (tc
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and the king turns away from the tragic denouement in 
an attempt to refocuss attention on the titular hero -
'Sa mort en est le prix.
Mais oublions et son crime et sa peine.
Voicy Bellerophon que Pallas nous ramène.
Son triomphe doit seul occuper nos esprits.'
V 3 The concluding scene is a celebration of the wedding.
The single dramatic fault of Bellerophon is that the 
magnificent character of Stenobee gets out of hand. She 
is so vehement in her Jiealousy that Bellerophon cannot 
believe in her love. And she dominates the opera so that 
her suicide makes a tragic ending which the lavish 
ceremonial cannot dispel. Bellerophon is a particularly 
simple and unagressive hero. He accepts the oracle's 
pronouncement a little too easily, and he is more credible 
when he invokes death than when he sets out to fight.
But after Isis this opera represents a tremendous 
step forward. Neither Lully nor Corneille could balance 
the conflicting levels of interest in the characterisation - 
it is something which was always to elude Lully - but 
between them they created real, human characters who are 
a little larger and a little livelier than the conventional 
frame assigned to them.
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Proserpine
First performed: Saint Germain February 3rd 1680
Paris November 15th 1680
First published by Ballard in 1680 (a full,printed score 
available in the Bibliothèque Nationale and the British 
Museum).
Subsequent published editions :
1707 Ballard! ^^ .^l
1714 BallardJ
1715 Ballard reduced
Manuscript copies consulted:
Bibliothèque Nationale Res F 616
Vm^ 48 > full
Vm^ 49
Modern editions: Michaelis, Paris 1883
Libretto by Philippe Quinault
Published in 1680, 1688, 1699, 1701, 1715, 1727, 1741, 1758
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The cast of the first Saint Germain performance included: 
Prologue
La P a i x ...............  Fer&nand la cadette
La Victoire .....  .....  Ferdinand 1'aînée
La Félicité ,......  Rebel
L'Abondance .......... . De Pulvigny
Proserpine
Genres .................. Saint-Christophle
Proserpine........... . Ferdinand 1'aînée
Arethuse ..............  Ferdinand la cadette
Cyane .................. Bony
Mercure ...............  Langeais
Alphée ................  Clédière
Crinise ...............  Arnoul
Pluton ..................Gaye
Ascalaphe.............  Morel
Jupiter ...............  Godonesche
At the first Paris performance the roles of Proserpine,
Arethuse and Alphee were sung respectively by Aubry, Le Rochois, 
Dûmesny.
- 275 -
Resume ;
Prologue
There is a richness and an abundance about Proserpine 
which is wholly relevant to the subject matter. It trans­
forms the conventional antithesis of peace and war in the 
prologue into a genuine drama. Did Quinault's period of 
banishment spur him on to make this elaborate plot? We 
are almost back with Cadmus and the self-sufficient story 
line of the earliest prologue.
Peace is the prisoner of Discord, and calls for the 
'Heros dont la valeur etonne 1'univers* to release her.
One of the particular strengths of this prologue is that 
it presents contrasting moods in a state of current con­
flict - where the prologues of Thesee and Isis, for example, 
dealth with the aftermath of war, this opens before victory 
has been won. In consequence the choruses of Peace and her 
suite,which are moving and expressive, are dramatically 
interrupted by Discord and his crew.
A trumpet prelude announces the arrival of Victory. 
Peace is rescued, and Discord imprisoned in her place. The 
choruses of Peace and Victory unite in pr^kse of 'le 
vainqueur'. The subsequent episode of Felicity and 
Abundance is a divertissement within a divertissement. 
Predictably the trumpet solos are replaced by oboes in 
the chorus, 'on a quitté^les armes.'
Opera
I l  A conversation between Ceres, Cyane^ , and Crinise tells
the story so far - the gods have won a great victory over
the giants, and have imprisoned them beneath their own 
mountains. In scene two. Mercure tells Ceres not to be 
jealous of Jupiter's neglect. This is the scene which was
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interpreted at court as Louis' rebuke to Madame de Montespan. 
Mercure is given these lines -
'Un amant charge d'un grand Empire
N'a pas toujours le temps de bien aimer.'
I 3 Ceres leaves her daughter Proserpine in the care of Arethuse.
Arethuse reveals that she has cares of her own: Alphee
pursues her untiringly. When Ceres accuses her of not being 
I 4 altogether indifferent to him, however, Arethuse confesses
that she finds it difficult to resist Alphee. When she 
encounters him in the next scene, there is an extended state- 
I 5 ment and re-statement of their positions which shows the
cardinal fault of Proserpine: the lengthy exposition of
the sub-plot. Alphée and Arethuse are a tedious pair, and 
neither Quinault's graceful verses nor Lully's apt setting 
of them can redeem them.
I 6 The people of Sicily express their sorrow that Ceres is
I 7 about to leave them. Ceres charges them all to look after
I 8 her daughter. A divertissement to celebrate Jupiter's
victory over the giants is interrupted by ar^earthquake, 
as the giants break out of their subterranean prison.
II 1 The situation is similar to I 1: once more Jupiter has
quelled the giants, and Alphee contrasts the political peace 
with the pain in his heart. Referring to the theme of the 
justification of infidelity, he sings:
'Qu'il couste cher d'estre fidelle.
Heureux, heureux qui peut estre inconstant.'
II 2 Crinise and Alphée are joined by Ascalaphe. He, too, loves
[I 3 Arethuse (hopelessly and in a continue aria). In scene three,
Alphee sings not of the torments of love but of those of 
-I 4 jealousy. Alphee and Arethuse have another over-long dialogue
in which Arethuse accuses Alphee of loving Proserpine. When 
[I 5 they are joined by Ascalaphe, Arethuse and Alphee are
momentarily reconciled, and Arethuse repulses Ascalaphe.
-I 6 Pluton arrives: he has been inspecting the damage to
the roof of the Underworld caused by the giants' earthquake.
I 7 He asks if he may be granted a sight of Proserpine before he
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returns to the Underworld, and he tells Ascalaphe that he 
II 8 loves her. During the divertissement which follows he
watches Proserpine dancing with her attendant nymphs. As
II 9 the nynphs disperse to gather flowers, however, Pluton abducts
Proserpine.
III 1 The act opens with a striking echo chorus - Arethuse,
Alphee, and Crinise seek Proserpine, and join the nymphs 
III 2 and dryads in calling hei^name. In scene two, Arethuse and
Alphee descend to the Underworld to plead with Pluton for 
III 3 her release. The nymphs and dryads, meanwhile, hide them-
III 4 selves in shame. Ceres returns and expresses her delighted
III 5 anticipation of seeing Proserpine again. But when her loss
is revealed, no one can tell her who has taken Prosperine, 
for Alphee and Arethuse departed without telling anyone 
of their suspicions. The only other witness of the abduction 
III 6 is Cyane^ ; she attempts to narrate the events to Ceres but
just as she is about to name Pluton she is metamorphosed in 
III 7 to a brook! A touching lament for Ceres and the chorus
follows.^ After deploring the event, however, her grief 
turns to rage:
'Après un si sensible outrage
Mon coeur desespere s'abandonne a la rage.
Du monde trop heureux je veux troubler la Paix,
Brûlons, ravageons tout.
Détruisons mes bienfaits.'
III 8 And in the next scene, a wild prelude depicts this action.
IV 1 Lully's descriptive music is given full rein in this
act. A long movement scored for three flutes and strings in 
four parts introduces the chorus of Happy Shades. Proserpine 
laments her lost liberty, and Ascalaphe recommends that she 
IV 2 love the one who loves her -
'Pluton n'est pas un Dieu sujet au changement.'
IV 3 Arethuse and Alphée arrive in the Underworld. They greet
Proserpine but tell her that Ascalaphe has tricked her into 
eating a fruit from the Underworld - a pomegranet - and as a 
IV 4 result, she must stay in his kingdom. Proserpine is furious:
1 Ex. 97 p. 110
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she pleads with Pluton to let her return to the upper earth.^ 
Pluton paints a flattering picture of his kingdom, and
IV 5 releases from torment all the tortured souls so that they
may perform a divertissement in honour of Proserpine.
V I  Jupiter has ordered the return of Proserpine. Appeal
is made to the three judges of the Underworld, and the 
three furies. The judges delcare that Proserpine belongs to 
Pluton's kingdom because of the pomegranet she has tasted.
The three furies order the destruction of the upper world - 
'Renversons la nature,
Perisse l'univers.'
They also decree that the giants must be released once more.
V 2 cérès mourns her lost daughter and inveighs against
V 3 Jupiter. Her soliloquy is interrupted by subterranean
disturbances. The furies' chorus, 'Renversons la nature' 
is heard off stage. Meanwhile Arethuse and Alphee have
V 4 returned from the Underworld. They inform Ceres that her
daughter is Pluton's prisoner, but that Jupiter has demanded 
her release. In scene five Mercure tells Ceres that all the
V 5 gods are on her side, and that Proserpine will be rescued -
but that she must in future share her time between the Under­
world and the upper air -
'Proserpine verra le jour
Elle suivra Cérès et Pluton tour \  tour.
Elle partagera son temps et sa tendresse 
Entre la Nature et l'Amour.'
So Pluton is the only character in Lully's operas to sing
V 6 continuo arias and get at least half of what he wants! The
opera ends with a divertissement to celebrate a universal 
peace.
Proserpine constitutes the end of Lully's first period 
of opera writing. It look both back and forward, and much 
of its richness lies in its ambiguous position. For 
Quinault it was a culmination - the episodic structure of 
the mythological operas almost bursts at the seams with so 
many protagonists, so many minor character. The quarrels 
and reconciliations of the confidants are more irrelevant and 
more irritating than in the earlier operas because the
1 Ex. 86 p.
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situations involving the principal characters are so tense 
that we cannot tolerate an^ interruption of them. Ceres 
is magnificently drawn. Could Quinault have been influenced 
by Saint-Christophle's performance as Stenobee? Judging 
by these two roles alone, she must have developed into a 
formidable dramatic soprano by this period. For Lully it 
was a more forward looking work. His use of chorus and 
orchestra is all new, and many incipiently dramatic tex­
tures are tried out for the first time in this opera. 
Released by Corneille from the essential artificiality of 
mythology, he shows in cérès and in Proserpine, in Pluton 
and Ascalaphe, that he can characterise instantly and 
memorably. And in the operas from this pointy his dramatic 
technique depends increasingly on characterisation.
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Persée
First performed: Paris April 18th 1682
Versailles July 1682
First published by Ballard in 1682 (a full, printed score, 
available in both the Bibliothèque Nationale and the British 
Museum.)
Subsequent published editions:
1710 Baussen 
1722 Ballard / 
early 1 Le Gene ( 
18th ci^  Mortier
reduced
Manuscript scores consulted:
Bibliothèque Nationale Vm^ 64 
Vm^ 62
full
reduced
Modern editions: Michaelis, Paris 1883
Libretto by Philippe Quinault
Published in 1682; 1687, 1690, 1703, 1710, 1722, 1737, 1746, 1747, 
1770, 1780.
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The cast list of the first Paris performance included: 
Persée
Cassiope .....•••• Bluquette
Andromède.......  Aubry
Merope ..........  Le Rochois
Phinée ............Beaumavielle
Persée ..........  Dumesny
Méduse ....... . Desvoyes
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Resume
Prologue
We are back with the 'little' prologues without plot. An 
original touch is that 'La Yertu' is personified rather than 
'La Goire':
'O Vertu charmante.'
Votre empire est douxI'
La Fo rtune joins with La Vertu in praising Louis as a peace- 
maker - 'Le Héros qui calme l'univers.'
This prologue, like that of Atys, makes specific reference 
to the subject matter of the following opera:
'Que jusques dans nos jeux tout nous parle de luy.
Les Dieux qui méditoient leur plus parfait ouvrage.
Autre fois dans Persée en tracèrent l'image.
J'obtiendray qu'Apollon le ranime aujourd'huy.'
In other words, the overt motive for Lully's and Quinault's 
switch from pastoral and mythological plots to heroic and quasi 
historical ones is to show the prototypes of heroism that precede 
Louis himself. As we have shown, however, the heroic operas 
coincide with Lully's development .of his ability to characterise. 
The simpler plots with fewer protagonists and more deeply explored 
emotional states were devised as much to meet this innate need as 
to flatter a patron.
Opera
C 1 There are plenty of explanations to be got through,
and yet this opening scene plunges us immediately into 
tensions and anticipations of the drama. In daring to 
compare her beauty with that of the goddess, Cassiope has 
offended Junon, and Junon has punished her by allowing the 
gorgon Meduse to roam abroad in the country, causing 
terrible deaths. Games in Junon's honour have been instigated 
[ 2 in an attempt to appease her. In scene two, Cassiope tells
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I 2 her sister, Merope, that she has betrothed her daughter
Andromède to Phinée. She had also planned to unite Merope 
with the hero, Persée,. but Persée has fallen in love with
Andromède and Cassiope advises Merope to hide her love for
1 ^I 3 Persee. In a soliloquy, Merope expresses her shame and
pain at her love which is destined to be unsuccessful;
'Ah! Je garderay bien mon coeur si je puis le
reprendre.'
Merope is one of Lully's strongest character types - the 
spurned woman. Medée and Stenobee are her remarkable 
antecedents, and Theone and Armide are to develop the 
category.
1 4  In a rather trivial scene between Andromède and Phinée,
lh_.  ^ , Andromède professes her love, but 
Phinée is suspicious. Mérope joins them ironically to 
deplore the pains of jealousy in the trio 'Ah! que l'amour
I 5 cause d'allarmes!' The games dedicated to Junon provide
1 6  a divertissement, but they are interrupted by the entry of
three Ethiopians who report that Junon refuses the 
sacrifice and Méduse is abroad again and coming nearer.
The people fly to avoid encountering her.
II 1 Meduse has retreated, but the danger remains.
Cassiope suggests that Jupiter is asked to protect them. 
Phinée is suspicious that Andromède is to be married to 
Persee - Jupiter's son - in order to secure Jupiter's 
protection. He carries his complaints to the king. The 
II 2 infidelity theme is raised in Cephée's reply ; 'Au fils
de Jupiter on peut ceder sans honte,' but Phinée maintains
that Persée is lying about his parentage;
'Croyez-vous qu'un dieu souverain
Qui sur tout l'univers préside
Se laisse par l'amour changer en or liquide
Pour entrer en secret dans une tour d'airan!'
Cephée reveals that Persée has offered to decapitate Méduse
o
in order to win Andromède. Phinee is sceptical - 'Persée
1 Ex. 84 p. 1^5
2 Ex. 95 p. ill
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encor n'est pas victorieux' - but Cephée, Cassiope, and 
II 3 M^ope express their confidence in Persee.
II 4 In another soliloquy, Merope examines whether she wants
II 5 Persee to die so that he cannot marry Andromède. When
Andromède joins her they admit their rivalry, but find unity 
II 6 in their fears for Persée's life. In the next scene,
Andromède and Persee are at cross purposes - Andromède 
attempts to repulse Persée out of loyalty to Phinée, but her 
feelings are gradually revealed, their mutual love acknow­
ledged, and their anguished farewells made.
II 7 Mercure intercepts Persee and promises him the
assistance of the gods. The heroes of Lully's heroic operas 
are always aided by the immortals - heroism is not enough - 
'Mais ce n'est point en téméraire 
Qu'il faut dans le péril précipiter vos pas.'
II 8 A cyclops brings Persée a sword forged by Vulcan; the
II 9 'nymphes guerrières' bring him the shield of Pallas Athene,
II 10 and in the closing scene, the 'divinitez infernales' bring
a helmet with the power to make the wearer invisible.
I /
III 1 The gorgons are introduced. When Meduse reveals that
she was transformed into a monster by Pallas, as a punishment
for vanity, we can see the pattern of the conflict among
the immortals - Pallas and Junon have both inflicted their
rivals with terrible punishments, and now they are ranged
behind the human protagonists, intensifying the conflict.
Ill 2 Mercure charms the gorgons with his sensuous air, 'O
tranquille sommeil'; they resist, but are overcome by the 
beauty of his spell: 'il faut nous rendre, maigre"^nous,
III 3 aux charmes d'un sommeil trop doux.' Persée kills the
III 4 sleeping Meduse, but the two remaining gorgons wake. From
III 5 Méduse's blood they conjure a brood of monsters.^ Mercure
banishes the gorgons, however, and speeds Persee 'ou 
l'amour vous appelle.'
1 Ex. 91 p.2.0(2
- 285 -
IV 1 The crowd are waiting to welcome Persee as the slayer
of Meduse. They praise his heroism and celebrate his 
IV 2 victory. Meanwhile Merope and Phinee are outcast and in
despair; just as in II 5 Merope and Andromède were united 
in their love of Persee, so Merope and Phinee are now united 
in deploring the consequence of Persee's victorious return.
IV 3 Reports are brought of a sea monster, sent by Neptune, to
devour Andromède: a result of Junon's still rampant
jealousy. This news divides Merope and Phinee - Phinee 
is overjoyed to hear of the terrible monster:
'L'Amour meurt dans mon coeur.
La Rage luy succède.'
/ X
Merope, however, is filled with pity for Andromède.
IV 4 Cephée and Cassiope exclaim against the injustice of
the gods. They both protest their desire to die in 
IV 5 Andromède's place. Andromède bids them a passionate farewell,
while the chorus describe the approach of the monster. But
IV 6 Persee arrives in time to rescue her. A double chorus of
Tritons and Ethiopians alternately warns and encourages 
him; Persee successfully kills the monster, and a little 
divertissement is held in his honour.
V 1 The tension is sustained throughout the opera: after
two deadly combats we might expect Act V to contain nothing 
but rejoicing. However, it opens most strikingly with 
Mérope's despair - '0 Mort, venez finir mon destin déplorable. 
V 2 In the next scene, she encounters Phinée. He calls for
vengeance, and she seems to agree with him, for- they sing 
together,
A
'Heureux, heureux qui peut goûter une douce vengeance. 
However, Merope is no longer under Phinée's spell. She 
7 3/4 interrupts the wedding of Persee and Andromède to warn the
couple of Phinée 's treacherous plans. Phinee and his 
7 5/6 followers enter immediately, armed, and a fight ensues.
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V 7 Cephée holds up the action for a moment to announce that
Merope is dead, killed by a weapon thrown at Persee. But
V 8 the fight resumes until Persee enters with the head of
Meduse, with which he overcomes his enemies.
A passacaglia follows; Venus descends to announce the 
end of the war in heaven, and the opera ends with a brief 
scene of rejoicing.
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Phaeton
First performed: Versailles January 6th 1683
Paris April 27th 1683
First published by Ballard in 1683 (a full, printed score, 
available in the Bibliothèque Nationale and the British 
Museum.)
Subsequent published editions
1709 Baussen reduced
1711 Mortier full
1721 Ballard reduced
1722 Le Cene reduced
1738 Ballard reduced
Manuscript copies consulted: 
Bibliothèque Nationale Vm^ 65
Vm^ 66 i full 
Vm^ 67 
Res F 610
There are also manuscript copies at Besancon and Versailles, 
see note on p. 215"
Modern editions: Michaelis, Paris 1883
Libretto by Philippe Quinault.
Published in 1683, 1687, 1689, 1710, 1730, 1742
- 288 -
The dedication to this opera implies that Lully, for once, 
imported his entire académie to Versailles for the premiere.
The detailed cast list is missing but we know that the following 
artists sang:
Theone ............  Le Rochois
Phaeton ...........  Dumesny
/>
Protee ............  @eaupui
Epaphus   Beaumavielle
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T, / /'Resume :
Prologue
In a 'little' prologue with no drama and no anticipation 
of the plot of the opera, the goddess Astree, saddened by 
human unhappiness, is diverted by Saturne, who brings her 
to earth to witness a new Golden Age, namely the reign of 
Louis XlV. The prologue celebrates his peaceful reign:
'Une heureuse paix est la loy 
Que ce vainqueur impose.'
(Happy, peace may well be; but it is strikingly less produc­
tive of drama than war - Louis' victories in the Spanish 
Netherlands gave rise to unlooked-for artistic consequences!)
Opera
I 1 The princess Libie expresses the torments of love:
'Heureuse une âme indifférente.' She is joined by Théone, 
and from their dialogue we learn that the king is to choose
1 2  a husband for Libie. Libie already loves 'un fils de
Jupiter' (Epaphus) and is anxious in case the king's choice 
does not coincide with hers. Theone, says Libie, is lucky 
to love Phaeton 'avec tranquilitel' Theone replies that 
to be in love is never to be secure. She fears that Phaeton 
is less devoted to her than he used to be, and sings a 
metaphor aria claiming that
'Le ci^^e regne plus dans 1'Empire de l'onde 
Que dans l'Empire de l'amour.'
E 3 In a conventional scene of misunderstanding, Theone
accuses Phaeton of indifference and he defends himself.
[ 4 His real position is revealed in the next scene, however,
when his mother, Clymene, points out that whoever is chosen 
to be Libie's husband will one day be king of Egypt. Can 
he stand by, she taunts, and see Epaphus receive this honour? 
She assures her son that the king would readily give Libie 
to him if he were to renounce Theone. Clymene develops the 
justiciation of infidelity theme:
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'Vaincre un amour charmant est un effort extreme.
Mais qui veut s'elever au dessus des Humains 
Doit être Martre de luy-même.'
We saw in X 2 and I 3 that Phaeton's fidelity was at least 
in question. It is probably, however, not until this point 
that ambition begins to warp his character:
'Si Theone me paroit belle
La Couronne est encor plus charmante a mes yeux.'
E 5 Protee, Theone's father, sings an extended metaphor
aria in which he compares the perils of love with those of
E 6 the 'terrible océan'. When he sleeps, Clymene asks Triton's
aid to extract a prophecy from Protée, who has magic powers.
1 1  In the next scene, a divertissement is staged to appease
and persaude Protee. He refuses, however, to part with his 
secret knowledge, and in order to escape he changes himself 
into a lion, a tree, a sea-monster, a fountain and a flame.
In the end, though, Triton seizes him and oompells him to
I 8 prophesy the fate of Phaeton:
'Tu dois trouver la mort dans la gloire où tu cours.
En vain le dieu qui nous éclaire 
En pâlissant pour toy se déclare ton Père;
Il doit servir a terminer tes jours.'
II 1 Clymene is clearly frightened by Protee's oracle. Phaeton
on the other hand, dismisses the words, maintaining that they
were prompted by Protée's desire to have Phaeton marry Theone.
Clymene tries to undo her argument of I 4 -
/
'Vivez, et bornez vos désirs 
Aux tranquilles plaisirs 
D'un amour mutuel.'
Pha'èton counters this not with a justification of infidelity 
but with the heroic credo which motivated Alcide, for example, 
and which is disastrously rejected by Roland - 
'Le plus fort amour d'un Heros
A
Doit etre 1'amour de la Gloire.'
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II 2 Theone, in a soliloquy, regrets that she ever allowed
herself to love Phaeton. When she is joined by Libie 
II 3 (these scenes are the complement of I 1 and I 2)they sing
together of the 'cruel vainqueur', love. Epaphus tells 
II 4 Libie that the king has chosen Phaeton for her husband,
II 5 and in the next scene this is announced in public. A
divertissement concludes the act.
III 1 In the tender aria, 'Ah, Phaeton, est-il possible?'
Theone reproaches Phaeton for deserting her.^ He replies 
deviously - he would prefer, he asserts,\to achieve his 
destiny with Theone than with Libie; perhaps this is one 
of the 'softened' passages that Lully compelled Quinault 
to insert (see p. 54* ) -
'Pour estre heureux parfaitement
Ce seroit avec vous que je le voudrois estre.'
But Théone continues to upbraid him. Phaeton cuts a sorry 
figure in this scene, though his honesty is disarming:
'Aux loix de mon destin j'ay regret d'obeïr.
Je suis touche de votre peine ....
Je mérite votre colère.'
III 2 Phaéton declares that inspite of Théone's tears he
will be ruled by ambition. He calls for a solemn act of 
III 3 dedication tO the goddess Isis. Epaphus warns him that Isis
is his mother, and that her anger against Phaeton will be
great. They boast about the^  power of their respective 
fathers and Epaphus taunts Phaêton that he has no proof that
the Sun god is in fact his father. It is this taunt that
prompts Phaeton's ambition heavenwards (just as it was 
Clymene's urgings that prompted him thronewards). The 
[II 4 sacrifice to Isis goes forward, but is interrupted by
Epaphus, who asks the goddess not to accept the offerings 
[II 5 at Phaëton's hands. The temple doors close.^ Phaeton makes
[II 6 as if to force them open, but is prevented by Furies.
Undeterred by this evil omen. Phaeton charges Clymene to 
tell him whether his father is indeed the Sun god. Clymene 
reassures him, and the Sun god sends an escort of winds to 
conduct him to his palace.
1 Ex. 80 p.
2 Ex. 40 p. lOÇp
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jy 2. The Sun palace was one of the most talked of scenes
in Lully's operas. The visual effect must have been stunning - 
the engraving at the head of Act IV in Baussen's score of 
1709 may give some indication of its magnificence. Lully's 
score uses high pitched, glittering tone colours throughout 
the act: the ritournelles, for example, are for massed strings 
in the gl gl c3 clefs only; the chorus comprises two soprano 
and one tenor lines, and the two soloists are both hautes 
contres.
In scene one a divertissement displays the visual and 
aural effects. In scene two Le Soleil welcomes Phaeton,
IV 2 acknowledges him as his son, and offers to prove this by
granting him any of the treasures in his palace. Phaeton 
does not, however, want a gift. He asks to be allowed to 
drive the chariot of the Sun round the heavens. Le Soleil 
warns him that it requires more than mortal strength. He 
is touchingly paternal in this scene, and Quinault contrasts 
his eager pride in Phaëton with Clymeneè irresponsible 
ambitions. Phaeton replies to his father's warnings - 
'La mort ne m'étonne pas 
Quand elle me paroit belle;
Je suis content du trépas.
S'il rend ma gloire immortelle.'
V 1 Clymene summons everyone to witness Phaeton's triumph.
V 2 But meanwhile Epaphus appeals to his father, Jupiter, to
V 3 punish Phaëton. Epaphus tells Libie what he has done and
V - warns her that Phaëton's pride will be his undoing. The
V 4" pastoral characters celebrate the 'soleil nouveau' in a
divertissement which is interrupted by Theone. She brings 
a new prophecy from Protee that Phaeton will be destroyed
by his ambition. A fierce heat scorches the countryside,
V 6 and the earth goddess calls to Jupiter to save her -
'Roy des dieux, armez vous.
Il n'est plus tems d'attendre.
Tout 1'empire qui suit vos loix
Bientôt ne sera plus qu'un vain morceau de cendre.'
V 7 The people unite in calling on Jupiter to save them from
the Sun whose chariot is now completely out of control. At
V 8 last Jupiter arrives, and strikes Phaeton, who falls from
the skies.
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Amadis de Gaule
First performed Paris January 18th 1684
Versailles March 5th 1685^
First published in 1684 by Ballard (a full printed score available 
in the Bibliothèque Nationale and the British Museum.)
Subsequent published editions :
1711 Baussen
1719 Ballard  ^ reAuced 
1721 Ballard 
1725 Ballard
Manuscript scores consulted:
75
xX>
Bibliothèque Nationale Vm^ reduced
L 5462'
There is also a manuscript copy in Besancon, see note on p. 225" 
Modern edition : Prunieres, Paris 1939.
Libretto by Philippe Quinault.
Published in 1684, 1687, 1701, 1718, 1731, 1740, 1759, 1771
1 Deferred because of the death of the Queen, 30.7.83.
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The cast of the first Paris performance included
Arcabonne ..........  Le Rochois
Amadis ...........   Dumesny
Florestan..........  Dun
- 295 -
Resume;
Prologue
The prologue to Amadis is the only one not only to 
mention the subject matter of the subsequent opera but also
to introduce a character - Urgande - who later appears in
the opera. The ’excuse’ for the opera is to re-shape past 
history:
'Lorsqu' Amadis perit une douleur profonde
Nous fit retirer dans ces lieux.
Un charme assoupissant devoit fermer nos yeux 
Jusqu’ au temps fortune 
Que le destin du Monde
Dependroit d'un hero© encor plus glorieux ....
Retirons Amadis de la Nuit eternelle.
Le Ciel nous le permet.
Un sort nouveau l’appelle
oïl son sang regnoit autrefois. ’
Opéra
I 1 The opera opens with an explanatory scene between
Amadis and his brother Florestan. Florestan is rather more 
than a confidant and the progress of his love story is more 
than a subplot. Amadis cites the theme of all Lully's operas 
when he exclaims
'J'aime, helas; c’est assez pour estre malheureux!'
The cause of his despair is soon revealed: he loves Oriane,
whose father has destined her to wed the Roman Emperor. In
1 2  the second scene, Amadis’s plight is contrasted with the
mutual love of Florestan and Corisande.^ Oriane joins them
I 3 with the news that shew it) refuse. to see Amadis; she is as
suspicious of his fidelity as he is of hers. The act closes 
I 4 with a divertissement - a tourney in honour of Oriane.
1 Ex. 90 p. %0S (9^
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II 1 The character of the enchantress Arcabonne does not
dominate the plot or the scheme of characterisation as 
Med^e, Stenobee and Armide do. She is in the first place 
a much less powerful magician, subservient to her brother 
Arcalaus, and their joint magic is later overthrown by 
Urgande's superior power. And yet she is obviously meant 
to be the central character, for it is with the appearance 
of Arcabonne in this scene that we are introduced to all 
the devices from which drama grows - past events which 
influence the present, present intentions which will 
influence the future, and mental conflict between love and 
duty.
II 2 In scene two, her brother questions her about her
'sombre tristesse'. Arcabonne reveals that some little 
time ago a hero rescued her from a monster. She was not 
able to discover his name, but she caught a glimpse of his 
face, and ever since has been in love with him. Arcalaus
is stern: 'L'amour n'est qu'une vaine erreur.' He reminds
Arcabonne that their sole concern is vengeance against 
II 3 Amadis,^ who has killed their brother Arban. Arcalaus 
devises a magic trap in which to ensnare Amadis. He
invokes demons to help him carry out his plan.
II 4 Amadis muses on his unhappy love in the well known
soliloquy, 'Bois Epais.' Corisande enters, and begs Amadis 
II 5 to rescue Florestan who is lost in the enchanted forest. 
Arcalaus intercepts them. He summons his fiends to his 
assistance, and they delude Amadis with a pastoral
II 6 divertissement in which Amadis is enticed into the forest
by a false vision of Oriane.
Ill 1 In an enchanted grove of the forest, Amadis's followers
are imprisoned, Florestan and Corisande among them.
2Arcabonne prepares to slay the captives; Florestan and 
III 2 Corisande declare that they are reconciled to death if they 
may die together. Arcabonne calls upon the spirit of her 
dead brother to receive the sacrifices. She hears a moan
1 Ex. 89 p. 205[b}
2 Ex. 85 p. I ^
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III 3 from the tomb, and the ghost of Arban appears. It accuses
Arcabonne of betrayal. In a dramatic scene, Arcabonne
raises her knife to kill Amadis but at the last minute she
III 4 recognises him as the hero who once saved her life. She is
unable to kill him, and releases all the prisoners at 
Amadis's request.
IV 1 Arcalaus has captured Oriane but discovers that
Arcabonne has freed Amadis. He plans to punish his sister
by making her witness a love scene between Amadis and Oriane. 
Her jealousy, however, revives her hatred - 
'Dans mon coeur l'amour est estranger.
Et la haine m'est naturelle.'
IV 2 Oriane expresses her despair - abandoned by both Amadis and 
the gods ;
'A qui pourray-j'avoir recourse?
Autrefois Amadis auroit pris ma deffense.'
IV 3 Arcalaus overhears her - a little puzzled, for his plan
depends on Oriane and Amadis loving each other. Oriane 
declares that she does not love Amadis, since he has des­
erted her. When Arcalaus suggests that she will feel more 
warmly towards him when she sees him, Oriane replies that 
when she sees him she will hate him. It is only when Araclaus 
boasts of having vanquished Amadis that she is roused to 
defend him:
'il n'est pas possible
Qu'il ait cesse d'estre invincible.'
IV 4 In the next scene Arcalaus shows Oriane a vision of Amadis^
dead. Oriane now admits her love for him, and desires to 
follow him to the grave.
IV 5 Arcalaus and Arcabonne rejoice over Oriane's despair.
Their triumph is interrupted, however, when Urgande enters.
IV 6 She renders Arcalaus and Arcabonne powerless by a display
of superior magic. The two try to summon their demons but 
they are unable to invoke them.
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VI Urgande brings Amadis to the magic palace of
Apollidon. She tells Amadis that Oriane is there, but 
Amadis fears to meet her, still suspecting her of indiff-
V 2 erence. Oriane, alone in the palace, invokes death - she
is certain that she has been forsaken once again. Amadis, 
however, enters and after a scene of mistrust and tormenting
V 3 doubts, they vow eternal Jove. Urgande then tells the
lovers that she has obtained Oriane’s father's permission 
for their wedding: there is at last no obstacle before them.
V 4 In the last scene Amadis and Oriane are joined by
Florestan and Corisande. In the shrine of faithful love 
they are welcomed by past heroes and heroines. A festive 
divertissement in praise of fidelity concludes the opera.
It is at once apparent that we have here a very 
different type of opera from Phaeton. Amadis as a heroic 
character is comparable with Cadmus - our only evidence is 
hearsay, based on Oriane's exclamation in IV 3. The magic 
operas are in some ways less satisfying than the heroic 
operas. They lack the purposeful progress of the plot - 
the cause and effect of human actions, aided only a little, 
though perhaps crucially, by the gods. Persee has the 
character of a man who could overcome gorgons. That he in 
fact used magic aids is the result of the mythological 
setting of the story. Given the probability of his actions 
being characteristic, then the rest of the plot - Phinœ's 
jealousy, Merope's despair, and Persee's eventual victory 
over Phinee with its happy outcome - is a credible 
consequence. The sequence of actions in the magic operas 
is less logical. Arcalaus' magic snare has no correspondance 
with any 'real life' situation. The premises of the action 
are, simply, magic. But ironically, the characters who 
operate in this action are more realistic than those in the 
heroic operas. Amadis's and Oriane's doubts and suspicions 
make them wholly contemporary - of the 17th or the 20th 
century. Roland's and Renaud's self-deceptions are even 
more strikingly true to life. The magic operas are also the 
psychological operas, where genuine thought processes are 
explored, although they are accounted for by fantasy.
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Roland
First performed: Versailles January 18th 1685
Paris March 8th 1685
First published by Ballard in 1685 (a full, printed score, 
available in the Bibliothèque Nationale and the British 
Musuem.)
Subsequent published scores:
1709 Baussen 1
1716 Ballard t reduced
1733 Ballard J
early 18th c. Le Gene full
Manuscript copies consulted:
Bibliothèque Nationale Vm^ 82 full
Re's F 627 reduced
Bibliothèque de l'Arsenal Musique 884 full
There is also a manuscript copy at Versailles, see note on p. Z 2 S  
Libretto by Philippe Quinault.
Published in 1685, 1705, 1709, 1716, 1727, 1743, 1755.
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The cast of the first Paris performance included:
Angélique .........  Le Rochois
Roland ............  Thévenard
Medor .............  Dûmesny
Hidraot...........  Dun
Note: Thévenard sang the role of Roland for 42 years - until
the close of the 1727 season.
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Resume;
Prologue
The prologue to Roland is linked to the plot not only 
by its mention of the subject matter of the opera, but 
because it illustrates the same theme - the virtues of 
heroism, victory, and 'la gloire', which are specifically 
apposed to the dangers of love:
'Au milieu d'une paix profonde
Offrons des Jeux nouveau au Héros glorieux
Qui prend soin du bonheur du Monde.
Allons nous transformer pour paroistre à ses yeux.
Du célèbre Roland renouvelions l'Histoire ....
Montrons, montrons les erreurs ou 1'amour 
Peut engager un coeur qui neglige la Gloire.'
Opera
I 1 Angélique soliloquises on the war between love and
pride that rages in her heart. She explains to her confidante 
I 2 Temire, that the conflict is occasioned by her rival suitors,
the paladin Roland ('II n'est point de climats ou sa gloire 
ne vole,') and the Moorish soldier, Medor ('d'un sang 
obscur') whom she nurs 
wounded in the forest.
ed back to life after finding him
1
I 3 Medor, in his turn, expresses his hopeless love which
he must - because of his low birth - hide from Angélique:
'AhI quel tourment
De garder en aimant un eternel silence!
Ah! quel tourment
2
D'aimer sans esperance.'
1 4  In scene four he is joined by Angélique. He reminds her that
Roland is expected, and is bringing her a great gift from his 
latest conquests. Inspite of his resolution in 13, he 
speaks of his love, and Angélique declares that they must 
 ^  ^ part for ever. When Medor leaves her, however, she regrets
1 Ex. 28 p. 4 5
2 Ex. 82 p. I&?
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her decision. Temire suggests that absence will lessen 
both their passions, but Angélique is in a fury of 
indecision^, and finally despatches Temire to console Medor, 
knowing that this will postpone his departure.
 ^  ^ The act closes with a divertissement as a troupe of
'insulaires orientaux' present Roland's gift to Angélique- 
a magnificent bracelet.
II 1 At the magic fountain of love, Angélique despairs
because she has banished Medor from her kingdom. She 
illustrates the conflict in her heart by alluding to two 
enchanted fountains, one dedicated to love, the other to 
hate. Whenever she tries to seek the fountain of hat£. 
her steps lead her back to the fountain of love. When 
Roland enters, Angélique hides from him by putting on a 
magic ring which makes her invisible.
II 2 Unable to find her, Roland sings of her cruelty. He
reveals that he has deserted his Emperor in time of war 
in order to seek Angélique. He attempts to free himself 
from the chains of unrequited love ('Le dépit esteint ma 
flame') but is unable to relinquish his passion -
'Mon coeur suit malgré'moy de funeste attraits.'^
II 3 Angélique reappears when Roland has gone. She can
think only of Medor, bidding Temire, 'parle-moy de Medor 
ou laisse-moy resver.' They find Medor beside the fountain 
H  4 of love, meditating suicide. Angélique prevents him.
She declares her love for him and her intention to make him 
her consort. In a divertissement the characters of pastoral 
5 mythology celebrate these vows.
1 Medor is waiting for Angélique at a sea port but
Temire warns him that Roland is near at hand - 'C'est un 
rival terrible.' Medor is moody and jealous, and fears that 
III 2 Angélique will deceive him. He witnesses an encounter
between Roland and Angélique in which Roland upbraids her 
for her coldness - 'Vous ne méritez pas, cruelle, l'amour
1 Ex. 14 p.
2 compare Ex. 12 p.
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que j'ay pour vous.' Angélique realises that her only way 
to be rid of Roland is to trick him into thinking that she 
returns his affection, so 'votre constance est triomphante' 
she declares. She tells him to wait for her, in hiding in 
III 3 the forest, while she addresses her people. Meiior, having
overheard this scene, is furiously jealous. Angélique,
however, leads him aside and tells him of her plan to
III 4 deceive Roland. She justifies her faithlessness by the
argument:
'A quoy n'a-t-on pas recours 
Pour sauver ce qu'on aime?'
III 5 In the last scene of the act Angélique proclaims Medor king,
and her people offer him their homage in a divertissement.
IV 1 Roland keeps the assignation in the forest, but his com­
rade, Astolfe, chides him with deserting his country in its 
need -
'Cet Empire en vous seul a mis son esperance.
Si vous ne prenez sa deffense 
Il tombera dans peu de temps 
Sous une barbare puissance.'
Astolfe challenges him to
'Triomphez de l'Amour; il n'est point de victoire 
Qui montre mieux la vertu d'un Héros,'
Roland, however, has turned his back on heroism, and the 
torments which follow arise directly from his failure to 
respond to this challenge.
IV 2 Alone in the forest, in a superb accompanied recitative
which is both a tone picture of the tranquil forest and an
ironic portrayal of the mistaken confidence in his mind,
Roland waits for Angélique. He reads inscriptions hung on
the trees, thinking them to be the vows of unknown lovers
who have met in this wood. He compares their joys with those
he awaits. He is horrified, however, to find lines written 
/
in Angélique's hand -
'Angélique engage son coeur 
Médor en est vainqueur.'
The name of Medor is unfamiliar to him, and he decides that
a 4
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Angélique has given him this fi ctional name. But finding 
Medor's reply convinces Roland of his objective reality:
'Que Medor est heureux!
Angélique a comblé ses veux.'
Roland is still reluctant to believe that he has been 
betrayed. He ascribes the writings to an envious person,
IV 3 His soliloquy is interrupted by pastoral music. A rustic 
wedding is about to take place. The couple to be wed,
Belise and Corydon, sing of their love, each comparing their 
beloved with Médor and Angélique. Roland questions the 
couple and they innocently narrate the story of the famous 
lovers,
'Dont l'histoire est publique 
Dans tous les hameaux d'alentour.'
Roland is overcome with emotion, but notunderstanding, they 
gaily bid him rest while they continue their festivities.
IV 5 Tersandre, Bélise's father, returns from escorting
Angélique and Medor to the harbour. He describes their 
departure, and gives Belise a bracelet which Angélique has 
sent, to reward their service: it turns out to be the one
given by Roland, who is prostrated with horror. His growing 
frenzy is observed but misunderstood by the rustic party, 
and when they attempt to re-start their wedding festivities 
with a chorus in prdjase of Angélique and Medor, Roland
IV 6 interrupts them^ and they flee from his violence. In his
madness he tears down the inscriptions and the trees that 
carried them; hell opens before him, and, casting away his 
weapons, he abandons himself to despair.
V 1 Astolfe asks the magician Logistile to heal Roland.
Logistile casts Roland into a deep sleep, and in the next
V 2 scene he cl^s his madness by invoking Reason. He then
conjures up the shades of past heroes who inspire Roland to 
take up his arms again. When Roland wakes he is able to feel
V 3 ashamed of his past career, and decides to seek glory once
more in the defence of his emperor. La Gloire re-arms Roland
^  ^ and despatches him to save his country.
1 Ex. 98 p. 22 ’2-
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This tremendously powerful opera belongs with the 
magic operas more because of its psychological insights 
than because the events are manipulated by magicians. 
Angélique's magic ring is scarcely relevant to the plot. 
Logistile's healing is necessary in the sense that it 
completes the plot to 17th century expectations - but 
the drama, as opposed to the plot, ends at the close of 
Act IV. Everything that happens in the first four acts 
brings about the catastrophe of Roland's madness in IV 6.
We can no more believe that he will forget Angélique than 
we believe that Renaud can forget Armide. In the last 
operas, Lully's and Quinault's characters almost burst 
through the frame of the operatic form they invented. And 
Roland and Renaud remain anti-heroes, inspite of the closing 
scenes of both works.
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Armide
First performed: Paris February 15th 1686
Versailles April 30th 1686
First published by Ballard in 1686 (a printed full score 
available in the Bibliothèque Nationale and the British 
Musuem.)
Subsequent published editions :
1710 Baussen
1713 Ballard ^ reduced 
1718 Ballard 
1725 Ballard
Manuscript scores consulted:
Res 681
Rés 682
Res 687
Vm^ 95
Vm^ 96
reduced
Modern edition : Michaelis, Paris 1878
Libretto by Philippe Quinault.
Published in 1686, 1698, 1703, 1713, 1714, 1745, 1746, 1761
- 307 -
The cast list of the first Paris performance included
Armide .........  Le Rochois
Phenice ........  Desmatins
Sidonie ........  Moreau
Renaud........  . Dumesny
La Haine ........ Frère
Hydraot........  Dun
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Resume:
Prologue
This, Lully's last complete opera, and his most 
mature tragédie lyrique, opens with one of his most unass­
uming prologues. The absence of war means that there is 
no excuse for a dramatic conflict. Instead, Lully depicts 
the rivalry between La Gloire and La Sagesse, who claim 
that it is their qualities which most aid Renaud in the 
subsequent opera.
Opera
Armide is the culmination of Lully's short series of 
magic operas. For forerunner, however, it is better served 
by Thesee than by Amadis and Roland. The character of the 
enchantress Armide is central to the plot. Her magic powers 
cause most of the events - and even stage them: there are
many parallels between Armide and Medée and the fact that 
the external scene, desert, enchanted isle, or magic palace, 
is often created by the heroine, is not the least important 
of these. The themes of the operas, however, are different. 
Thesee deals with the strength of true love; Armide with 
the element of deception in every love. Armide is linked 
with Amadis and Roland not so much through the magic premise 
of the plot as through the psychological exploration which 
it CO n dwsckS , The characterisation of Armide dominates 
the opera. It is wrought in even greater detail than the 
superb dramatic portrait of Roland. And it has the advantage 
of a consistent ending. The drama stays alive in Armide until 
the last bars.
I 1 The first scene is explanatory. Armide's kingdom is
under attack and Armide reveals to her confidantes, Phenice 
and Sidonie, that she is disturbed because Renaud alone, 
among all the attacking soldiers, is not susceptible to her
- 309 -
charms. She has been troubled with a dream^ in which 
Renaud captures her, and is on the point of killing her 
when she is forced to own her love for him. (The pre- 
Freudian adage that 'dreams go by opposites' is illustrated 
in II 5 when this situation is reversed.)
I 2 Armide's uncle, Hidraot, begs Armide to take a husband
to ensure the succession. Armide replies that the idea of
marriage does not appeal to her. She prefers to rule
without a consort, by the aid of magic -
'Contre mes ennemies à mon gré je déchaine 
Le noir Empire des Enfers' 
and by her personal power to enslave her opponents - 
'L'Amour met des Rois dans mes fers.
Je suis de mille Amants Maistresse.'
She admits, however, that Renaud is the only hero great 
I 3 enough to tempt her to marry. A divertissement in praise of
Armide seems to be a peculiarly inept piece of construction,
I 4 until it is dramatically interrupted in scene four by
Aronte, the guard, who announces the deliverance of his 
prisoners at the hand of Renaud. Armide resolves on 
vengeance.
II 1 Artemidor, one of the rescued prisoners, swears to
follow Renaud into exile. (Renaud has been banished by 
Godefroy for reasons which are never, in the opera, made 
plain. It is enough, however, to contrast his situation 
with Roland's, for Roland was a deserter.) Renaud encourages 
Artemidor to return to the king. When Artemidor warns him 
of Armide's art -
'Pour le coeur le plus intrépide 
EllG a des charmes dangereux'
Renaud boasts that he is quite impervious to both magic and 
love.
II 2 In a tense, dramatic duet, Hidraot and Armide conjure
up the spirits of hate and anger to deliver Renaud into
1 Ex. 15 p. ^ 2)
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II 3 their hands. Meanwhile Renaud has a peaceful soliloquy
which is also a tone picture of the rg^stic scene; we may 
compare it with Roland's soliloquy in IV 2 - like that, it 
portrays a deceptive peace in the midst of intrigue and 
II 4 disaster. A pastoral divertissement enchants Renaud, and
he is lulled into a magic sleep. Armide now has Renaud
II 5 in her power. In one of the most famous recitatives,^
Lully traces the thought processes of his heroine, Armide 
does not yet admit her love for Renaud. She is puzzled by 
her inability to kill him, and decides to torment him by 
compelling him to love her and be unloved in return. She 
calls on her demons to transport them both to 'les plus 
reculez deserts.'
III 1 Alone in the desert, Armide admits for the first time
that she has fallen in love with Renaud inspite of herself. 
Ill 2 Sidonie and Phenice reveal that Renaud has succumbed to
Armide's enchantments and loves her passionately. But the 
fact that it took magic to 'allumer sa flame' while her love 
for him was not only unforced but inspite of herself, is 
shameful to her. She decides to invoke hate: since she
cannot be indifferent to Renaud it would be less humiliating 
III 3 to hate him than to love. She conjures La Haine,who arrives
III 4 with her suite, and enacts a divertissement. Armide
eventually rejects her ministrations -
'Laisse-moy sous les loix d'un si charmant vainqueur.' 
Hate warns her that Renaud will escape from her enchantments 
and then her obstinate love will be a torment to her - 
'Je ne puis te punir d'une plus rude peine 
Que de t'abandonner pour jamais à l'Amour.'
IV 1 Act IV is not only the weakest act in this opera, it is
the weakest in the whole canon of the operas. All that can 
be said for it is that it illustrates - at tedious length - 
the theme of the opera, which is the deceiving nature of the 
love relationship. The characters who share the action are
introduced too late in the story for them to have any inter­
est for the audience. Ubalde and the Chevalier Danois (who 
is not even dignified with a name) are seeking Renaud.
1 Ex. 50 p. j )2
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IV 2 The Danish Knight bears a magic shield which will break 
the enchantment which binds Renaud. In scene two he is 
tempted by a false vision of his beloved Lucinda, but 
IV 3 Ubalde's magic sceptre destroys the spell. Ubalde 
explains the theme of the opera:
'Ce que 1'Amour a de charmant
V ,
N'est qu'une illusion qui ne laisse après elle 
/
Qu'une honte eternelle.'
IV 4 This knowledge, though, does not prevent him from being
tempted by a phantom Melisse, from whom the knight rescues 
him.
Act V resumes the level of interest, relevance and
V 1 dramatic power of the early acts. Renaud and Armide are in
an enchanted palace. Armide is already uneasy - her 
planned torture of Renaud did not ]ast long. She has 
admitted her love for him, and - under her spells - Renaud 
still loves her. However she is afraid of the impermanence 
of the situation:
'Vous m'apprenez a connoistre 1'Amour,
L'Amour m'apprend a connoistre la Crainte.'
V 2 She orders a divertissement in prijase of love to occupy him
while she consults her oracles. Ubalde and the Danish
V 3 knight enter and find Renaud alone. They hold up the magic
shield which reveals to him the disgrace of his situation.
His disgust breaks the enchantment, and Renaud prepares to 
leave with his knights to return to the wars.
V 4 Armide, however, returns. Her presence revives some of
the magic, and Renaud declares -
'Que je m'éloigne a regret de vos yeux.'
Armide declares that she will die without him, and Renaud 
lingers dangerously:
'Trop malheureuse Armide,
/ /
Helas, que ton destin est deplorable.'
The psychological truth of the libretto puts magic in a
subsidiary place; in the scene acted out between Armide and
Renaud, Armide's magic spells are of no importance, and
their behaviour is true for the ending of any fully human
liaison. Ubalde and the knight compel Renaud, still regret-
V 5 ting the fate of Armide, to leave. In Lully's finest closing
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scene, Armide calls on her demons to destroy her magic 
palace and she dies amid its ruins :
'L'horreur de 1'eternelle Nuit
V. \
Cede a l'horreur de mon supplice.'
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Appendix 1
Privilege pour 1'establissement de l'académie royale de musique, 
en favour de Monsieur de Lully 
Bibliothèque de l'Opéra Ms C 954
LOUIS, par la grace de Dieu, Roy de France et de Navarre, à tous 
presens et a venir. Salut. Les Sciences et les arts étant les
^  y
ornemens les plus considerables des Etats, Nous n'avons point 
eu de plus agréables divertissemens, depuis que Nous avons donné 
la paix à nos peuples, que de les faire revivre, en appelant 
auprès de Nous tous ceux qui se sont acquis la réputation d'y 
exceller, non seulement dans l'etendüe de notre Royaume, mais 
aussi dans les pais étrangers: et pour les obliger d'avantage
à s'y perfectionner. Nous les avons honorés des marques de notre 
estime et de notre bienveillance; et comme entre les arts libéraux, 
la Musique y tient un des premiers rangs. Nous aurions dans la 
dessein de la faire réussir avec tout ses avantages, par nos lettres 
patentes du 28 juin 1669, accordé au Sieur Perrin une permission 
d'établir en notre bonne ville de Paris et autres de notre 
Royaume, des Académies de Musique pour chanter en public des 
pièces de théâtre, comme il se pratique en Italie, en Allemagne, 
et en Angleterre, pendant l'espace de douze années. Mais ayant 
depuis été informé que les peines et les soins que ledit sieur 
Perrin a pris pour cet établissement n'ont pu secconder 
pleinement notre intention, et élever la musique au point que 
Nous nous l'étions promis. Nous avons cru pour y mieux réussir 
qu'il étoit à propos d'en donner la conduite à une personne 
dont l'expérience et la capacité nous fussent connues, et qui 
eut assez de suffisance pour former des élèves tant pour bien 
chanter et actionner sur le théâtre, qu'dresser des bandes 
de violins, flutes et autres instrumens. A ces causes, bien 
informé de l'intelligence et grande connoissance que s'est acquise 
notre cher et bien-amé Jean Baptiste de Lully, au fait de la 
Musique, dont il Nous a donné et donne journellement de très- 
agréables preuves, depuis plusieurs années qu'il s'est attaché" 
a notre service, qui nous ont convie de 1 'honorer de la Charge 
de notre service, qui nous ont convie de 1'honorer de la Charge 
de Surintendant et compositeur de ]a Musique de notre Chambre;
Nous avons audit Sieur de Lully permis et accordé, permettons 
et accordons par ces présentes, signées de notre main, d'établir 
une Académie rovale de Musique dans notre bonne ville de Paris 
qui sera composée de tel nombre et qualité de personnes qu'il 
avisera bon être, que Nous choisirons et arrêterons, sur le 
rapport qu'il nous en fera, pour faire des representations 
devant Nous, quand il nous plaira, des pièces de musique qui 
seront composées, tant en vers fran^ois qu'autres langues 
étrangères, pareilles et semblables aux Académies d'Italie, 
pour en jouir sa vie durante, et après lui celui de ces 
enfants qui sera pourvu et reçu en survivance de ladite charge 
de Surintendant de la Musique de notre Chambre; avec pourvoir 
d'associer avec lui qui bon lui semblera, pour 1'establissement 
de ladite Académie, et pour le dédommager des grands frais, qu'il 
conviendra pour lesdites représentations, tant â cause des 
Théâtres, Machines, Decorations, habits, qu'autres choses 
nécessaires. Nous lui permettons de donner au public toutes les 
pièces qu'il aura composées, mêmes celles qui auront été 
représentées devant Nous, sans néanmoins qu'il puisse se servir 
pour 1'execution des dites pièces, des Musiciens qui sont à 
nos gages; comme aussi de prendre telles sommes qu'il jugera 
â propos, et d'établir des gardes et autres gens nécessaires 
aux p^otes des lieux ou se feront lesdites représentations; 
faisant trés-expresses inhibitions et deffenses à toutes personnes 
de quelque qualité et conditions qu'elles soient, même aux 
officiers de notre Maison, d'y entrer sans payer; comme aussi de 
faire chanter aucune pièce entière en Musique, soit en francois 
ou autre langue, sans le permission per écrit dudit Sieur de 
Lully, à peine de dix mille livres d'amende et de confiscation 
de Théâtre, Machines, Décorations, habits et autres choses, 
applicables, un tiers a Nous, un tiers a l'hopital-géneral, et 
l'autre tiers audit Sieur de Lully, lequel pourra aussi établir 
des écoles particulières de musique en notre bonne ville de Paris 
et partout ou il jugera nécessaire pour le bien et l'avantage 
de ladite Académie royale, et d'autant que Nous l'érigeons sur 
le pied de celles sur le pied des Academies d'Italie ou les 
Gentilhommes chantent publiquement en musique sans déroger. Nous
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voulons et nous plait que tous Gentilhommes et Demoiselles 
puissent chanter auxdites pièces et représentations de notre 
dite Académie royale, sans que pour ce ils soient censée 
déroger audit Titre de Noblesse, ni k leurs privilèges, charges 
droits et immunités. Révoquons, cassons, et annulions par ces 
présentes toutes provisions et privilèges que nous pourrions 
avoir cydevant donnés, ou accordes, même celui dudit sieur Perrin, 
pour raison desdites pièces de Théâtre en Musique, sous quelque 
nom, qualité, condition et pretexte que ce puisse être. SI 
DONNONS EN MANDEMENT a nos amés et deaux Conseillers, les gens 
tenans notre Cour de Parlement à Paris, et autres nos justiciers 
et officiers qu'il appartiendra, que ces présentes ils ayant a 
faire lire, publier et enregistrer; et du contenu en icelles, 
faire jouir et user ledit exposant pleinement et paisiblement, 
cessant et faisant cesser tous troubles et empêchemens au 
contraire. CAR TEL EST NOTRE PLAISIR. Et afin que ce soit 
chose ferme et stable a toujours; Nous y avons mettre notre scel.
Donné à Versailles, au mois de mars, l'an de grace 
1672 et de notre régne le vingt-neuvième.
LOUIS
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Appendix 2
A list of Lully's dramatic works with dates of first performances 
where known:
Ballet de la Nuit 
Ballet des Proverbes
Ballet des Noces de Pelée et de Thétis
Ballet du Temps
Ballet des Plaisirs
Dialogue de la Guerre avec la Paix
Ballet des Bienvenus
Ballet de Psyché
Ballet des Galanteries du Temps
Ballet de l'Amour Malade
Ballet d'Alcidiane et de Polexandre
Oedipe
Ballet de la Raillerie 
Ballet de Serse
Ballet de la Revente des Habits
Ballet de l'Impatience
Ballet des Saisons
Ballet de l'Ercole Amante
Ballet des Arts
Ballet des Noces de Village
L'Impromptu de Versailles
Le Mariage Forcé
Ballet des Amours Desguisés
Les Plaisirs de l'Isle Enchantée
Ballet de la Naissance de Vénus
L'Amour Médecin
Ballet des Gardes
Mascerade du Capitaine
Ballet de Fontainebleau
Ballet de Créquy
Ballet des Muses
Le Carnaval
George Dandin
La Grotte de Versailles
23.2.53
17.2.54
14.4.54
30.11.54 
4.2.55 
?.5.55
30.5.55
16.1.56
14.2.56
17.1.57
14.2.58
24.1.59
19.2.59 
22.11.60
( ?.before 61. 
probably before 58
19.2.61
30.7.61
7.2.62
8.1.63
3.10.63 
14.10.63
29.1.64
15.2.64 
?.5.64
26.1.65
15.9.65 
probably 1665 
probably 1665 
probably 1665
9.1.66
2.12.66 
18.1.68 
18.7.68
?.8.68
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Ballet de Flore
Ballet de la Jeunesse
M. de Pourceaugnac
Ballet des Amants Magnifiques
Le Bourgeois Gentilhomme
Ballet de Psyché
Le Ballet des Ballets
Les Festes de l'Amour et de Bacchus
Cadmus et Hermione
Alceste ou le Triomphe d'Alcide
Thesee
Atys
Isis
Psyché
Bellérophon
Proserpine
Le Triomphe de l'Amour
Persée
Phaëton
Amadis de Gaule
L'Eclogue de Versailles
Roland
Idyll sur le Paix 
Le Temple de la Paix 
Armide
Ac is et Galatée
Achille et Polyxene (1st act only)
13.2.69 
probably 1669 
6.10.69 
4.2.70 
14.10.70 
17. 1.71 
2.12.71 
15211.72 
11.2. 73
2.1. 74
12.1. 75
10.1. 76
5.1._ 77
19.4. 78
31.1. 79
3.2. 80
21.1. 81
18.4. 82 
6.1. 83
18.1. 84 
? 85
18.1. 85 
16.7. 85 
20.10.85
15.2. 86 
6.9. 86 
'7.11,87
Appendix 3
The Availability of the Material
(a) the scores of the ballets, comedies, and pastorals
X /
Ballet de la Nuit Bibliothèque Nationale Res F 501
Ballet des Noces de Pelee et de Thétis II Il M u 500
Ballet dë Temps If Il II II 502
Ballet des Plaisirs II Il II II 506
Ballet de l'Amour Malade 1 Il II II 514
Ballet d'Alcidiane et Polexandre II Il II II 507
Ballet de la Raillerie II Il II II 508
Ballet de Serse II Il II II 504
Ballet de la Revente des Habits II Il II II 503
Ballet de l'Impatience II Il II II 509
Ballet des Saisons II Il II 1 658
Ballet des Arts II Il II II 654
Ballet des Noces de Village II Il II II 510
Le Mariage Force II Il II II 512
Ballet des Amours Desguisés II Il II II 511
Les Plaisirs de l'Isle Enchantée II Il II II 531
/
Ballet de la Naissance de Venus II Il II II 513
L'Amour Médecin II Il II II 523
Ballet des Gardes II Il II II 651
Ballet de Crequy II Il II II 505
Ballet des Muses 1 Il II II 521
George Dandin II Il II II 526
La Grotte de Versailles II Il II II 661
Ballet de Flore II Il II II 515
M. de Pourceaugnac 1 Il II II 700
Ballet des Amants Magnifiques II Il II II 601
Le Bourgeois Gentilhomme II Il II II 578
Les Festes de l'Amour et de Bacchus II Il II II 587
Psyché (1678) II Il II II 620
Le Triomphe de l'Amour II Il II II 359
L'Eclogue de Versailles II Il II II 590
Idyll sur la Paix II Il II II 596
Le Temple de la Paix II Il II II 597
Acis et Galatée II Il II II 544
The above scores are all in manuscript and are part of the 
Collection Philidor.
Appendlx 3
(b) The published scores of the operas
All the scores listed below are in the Bibliothèque Nationale 
Those underlined are in the British Musuem.
Published by Ballard
Cadmus
Alceste
Thesee
Atys
Isis
Bellerophon 1679
Proserpine 1680
Persee 1682
Phaeton 1683
Amadis 1684
Roland 1685
Armide 1686
1688
1689
1707
1719
1720
1715
1719
1714
1714
1719
1716
1713
1727
1720
1715
1721 
1721
1718
1722
1725
1725
1738
Published by Baussen
Alceste
Thesee
Atys
Bellerpphon
Persee
I
Phaeton
Amadis
Roland
Armide
1708
1711
1708
1710 
1709
1711
1709
1710
1708 (2nd ed.) 1716
1709
1714
Persee exists in two undated early 18th c. editions by Mortier 
and Le Gene.
Phaeton was published in 1711 by Mortier and 1722 by Le Gene 
Roland was also published by Le Gene, no date.
See Part Three, Notes on the Operas for fuller details.
-32.1-
Appendix 3
(c) Quinault's libretti; 
Bibliothèque Nationale
the first editions, available in the
Cadmus Ballard 1673 4° Res Yf 1246
Alceste Baudry 1674 4° Res Yf 1693
Thesee Ballard 1675 4° Res Yf 2448
Atys Ballard 1676 4° Yf 686
Isis Ballard 1677 4° Res Yf 2211
Proserpine Ballard 1680 4° Res Yf 2371
Persee Ballard 1682 4° Re's Yf 1095
Phaeton Ballard 1683 4° Res Yf 2337
Amadis Ballard 1684 4° Res Yf 1094
Roland Ballard 1685 4° Res Yf 1698
Armide Ballard 1686 4° Yf 682
Appendix 3
(d) Benserade's libretti; Bibliothèque Nationale Ye 18146 
Ballet Royal ; de la Nuit
Ballet Royal des Noces de Pelée et de Thétis 
Ballet Royal des Proverbes 
Ballet du Temps 
Ballet des Bienvenus
Ballet de la Revente des habits du Ballet
Ballet Royal des Plaisirs
Ballet Royal de Psyché
Ballet Royal de l'Amour Malade
Ballet Royal de l'Alcidiane
Ballet Royal de la Raillerie
Ballet Royal des Saisons
Ballet Royal de l'Impatience
Ballet Royal d'Hercule Amoureux
Les Noces de Village
Ballet Royal des Arts
Ballet Royal des Amours Desguisez
Les Plaisirs de l'Isle Enchantée
Ballet Royal de la Naissance de Venus
Ballet Royal des Muses
Le Carnaval (Mascerade Royale)
Ballet Royal de Flore
Ballet Royal du Triomphe de l'amour
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References to Lully's ballets in La Muze Historique, by Jean 
Loret. Paris 1857
Ballet de la Nuit I 347 letter of 1. 3;53
Ballet des Proverbes I 468 21. 2.54
Ballet de Pelée et de Thétis I 485 18. 4.54
Ballet du Temps I 573 5.12.54
Ballet des Plaisirs II 15 6. 2.55
Dialogue de la Guerre avec la paix II 47 8. 5.55
Ballet des Bienvenus II 57 5. 6.55
Ballet de Psyché II 150 22. 1.56
Ballet des Galanteries du Temps II 160 _ 19. 2.56
Ballet de l'Amour Malade II 2 91 20. 1.57
Ballet d'Alcidiane II 444 " " 16. 2.58
Oedipe III 12 25. 1.59
Ballet de la Raillerie III 25 22. 2.59
Ballet de Serse III 290 11.12.60
Ballet de 1'Impatience III 322 19. 2.61
Ballet des Saisons III 383 31. 7.61
Ballet d'Hercule Amoureux III 465 11. 2.62
Loret is a most useful source of dates of first performances.
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Appendix 5
The repertory of the Académie Royale deduced from the publication of the 
libretti»
This list contains bÿ no means all the performances given by the Académie » 
Some works « ballets and comé&ie-ballets - have been omitted* It indicates, 
however, all the performances of the operas which we cah prove to have 
taken place ; it does not necessarily preclude undocumented revivals*
1673 Cadmus
1674 Alceste, Cadmus
1675 Thesée, Alceste
1676 Atys
1677 Isis, Thesée, Alceste
1678 Cadmus, Alceste, Thesee, Atys
1679^  Bellerophon
I68O Proserpine, Bellerophon
1681^
1682 Persée, Alceste, Atys
1683 Phaëton
1684 Amadis
1685 Roland
1686 Armide, Isis
1687^  Atys, Persde, Phaeton, Amadis
1688 Alceste, Thesée, Proserpine
1689 Phaeton
1690 Persée, Thesee
1 Psyche , a reworking of the I67I ballet was performed in this year*
It is sometimes counted among the operas*
2 The opera Bellerophon is recorded to have been performed continuoudly 
in this year from Jan. 51st to Oct. 29th with the exception of Holy Week®
3 The opera*^ ballet Le Triomphe de 1* Amour occupied this year*
4 Lully's unfinished opera, Achille et Polyxene, which was completed by 
Colasse, was performed in this year.
Further information about later revivals is given in Part Three. Since the 
libretti doubled as programmes they are a reliable method of dating revivals*
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Lully ; his influence on opera in England and Germany.
Few composers can have had so enduring an effect on their 
adoptive country's musical development as Lully did in France. Only 
the situation of Handel in England is comparable® Just as Handel's 
influence inhibited and all but extinguished normal musical growth in 
this country for the best part of a century, so Lully extended over 
French musical taste almost as .total a monopoly after his death as 
during his lifetime® It was an influence which was not totally dispelled 
until the Revolution®
Outside France, however, Lully's influence was both slight and 
temporary* The conscientious and complete avoidance of all Italianisme 
which characterises the style of his operas made it unlikely that his 
music would find an interested audience in Italy® Music in Italy was 
in any case in a more developed state than in any other cèuntry in 
Europe ; English music and German music had as little effect there as 
French* And while Lullian influences were able to make some contribution 
to the early cultivation of national opera in both London and Hamburg, 
within decades of Lully's death, the Italian idiom was to flood so 
rapidly over Europe that it swamped these nascent national schools, 
replacing them in every country but France with the international 
style of Italian opera.
Lully's influence in England.
Communications between Paris and London from the time of the 
Restoration were frequent, and the interchange of artistic ideas was 
deliberately cultivated. Charles himself took an active part in intro­
ducing musical changes* Besides modelling his stiring orchestra on Lully's 
Vingt quatre violons® he gave a definite pointer to the direction in 
which English music was to develop ;
'His majesty, who was a brisk and airy prince, coming to the throne 
in the flower and vigour of his age, was soon, if I may say so, 
tired with the grave and solemn way which had been established by 
Tallis, Êird, and others, ordered the composers of his chapel to 
add symphonies, etc, with instruments to their anthems....in about 
4 or 5 years time, some of the forwardest and brightest children 
of the chapel, as Pelham Humphrey, John Blow e&6, began to be masters
of a faculty in composing In a few years more, several others
educated in the chapel , produced their compositions in this style; 
for otherwise it was in vain to hope to please his majesty.' 1
1 Tudway, English bhurch Music , quoted Bumey op cit II 348
Pelham Humphrey was so far encouraged by Charles II that in I664 he was
sent to Paris 'in order to study under Lulli* , returning in I667 *a
2
veritable Monsiepr® *
Now the three or so years Humphrey spent in Prance were among 
Lully's most productive* Humphrey would perhaps have had a chance to hear 
Le Mariage Porcél Ballet des Amours Desguisés, Les Plaisirs de l'Ile 
Enchantée, Ballet de la Naissance de Vénus, L'Amour Médecin, Ballet des 
Gardes, Mascerade du Capitaine, Ballet de Fontainebleau, Ballet de Crequy, 
Ballet des %ses. (Not to mention the great Miserere of I664), In fact he 
could have heard a rich and representative collection of Lully's works in 
both the ballet and the comédie-ballet genres®
Humphrey himself wrote little besides Church music, but it is in 
the Restoratioh verse anthem that many of the devices of the French style 
were developed - recitative and dance rhythms in particular® Bumey detects
JL,
Humphrey's diminished fifths as showing the Rongest influence of Lully ;
'He probably acquired his partiality for this interval there, as it 
has long been in great favour in the serious ^rench opera*' 3
The traffic between London and Paris was not one-way ;
'C'est de ce Royaume que ces representations ont passé en Angleterre®
Le Sieur Cambert qui les avoit commencées en France les porta en ce 
pays-la, et fit voir plusieurs fois à Londres la Pomone, les Peines 
et les Plaisirs de 1'Amour, et quelques autres pièces qu'il avoit fait 
jouer b. Paris* ' 4
Cambert brought performances of French Pastorals to England, and later
Grabu was to compose French operas to English libretti* However the only
work of Lully's which we know for certain to have been given in London was
Cadmus in I685.
In what, then, does the result of this interchange consist ?
How influential was French music in general and Lully's dramatic music in
particui).ar, in the evolution of English opera ? The earliest works, cast
in the musically undeveloped and dramatically negligible form of the masque,
owe more to Italian opera than to French* Davenant's The Siege of Rhodes
(1656) aimed to introduce Italian 'recitative Musick' into the traditional
Tudor masque® Imitators of Davenant were few, and subsequent experiments by
Docke and Blow were isolated* Bukofzer explains the sociological
circumstances 5
1 Bumey II 550
2Pepys, Diary for November 15th I667
3 Bumey loc cit
4 Menestrier, Les Representations p 248
'The opera lacked in England the social foundation on which it 
flourished in Italy, France, and Germany, namely the spirj^ ial 
center of a representative court. The restored English court 
was politically weak and inspite of its aping of French manners 
had nothing of the austere, if pompous, spirit of the French court.
Had the Commonwealth continued, a commercial public opera like that 
in Venice or Hamburg might possibly have developed out of the tentative 
beginnings. After the Restoration the court masque was revived as a 
main form of entertainment, and it is symbolic that Purcell's Dido 
and Aeneas was not written for the court but for amateurs.* 1
The perfuhctory nature of the origins of English opera, however, 
only emphasises the change in climate at just that period when Lully 
was turning from ballet to opera, Locke's Orpheus and Euridice in 1673 
and Psyche in 1675 were written in direct imitation of Lully. And Blow's 
Venus and Adonis (c. 1682) probably comes closer than any other English 
dramatic work to reproducing the French idiom.
Lully's most widely influential contribution to the music of 
other countries is without question his overture style. Blow's overture 
is typically Lullian - Ex 1 - and it introduces a prologue in the pastoral 
idiom very similar to Lully and Quinault's general scheme. Blow alternates 
recitative with little airs, duets and choruses, but while the melodic 
lines and above all the rhythms in the airs and choruses are often 
completely in Lully's style - Ex 2 - the recitative is in a different 
idiom, close to Italian mid-Baroque recitative, but closer still to the 
angular lines and more forceful harmony of the verse anthem. With the 
opera proper, the French influence is less concentrated, being restricted 
to the dances and chemises. The solo vocal music shows again in its 
eloquent intervals (especially the falling diminished 4th and minor 6th) 
and dissonant harmony that peculiarly English style which seems so suited 
to opera and yet which does not find a fitting dramatic context either 
until or after Purcell's Dido and Aeneas. It is interesting to see how 
this intense harmonic style colours even the would-be French Ground, 
transforming it into a wholly English movement. Ex 3*
Purcell, besides taking one movement complete from Cadmus, and 
copying the style of at least three others, including the Frozen chorus 
from Isis, assimilated the same French elements that Blow used. His 
overtures are almost invariably French, but he takes the powerful Lullian 
rhythms and embellishes them with far finer harmonic progressions than 
Lully was capable of writing. Ex 4*
1 Bukofzer, Music in the Baroque Era, p 187.
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His triple metre dances are also very French in feel. But the charac­
teristic syncopation - the mirror-image rhythm of Lully’s minuets - 
soon became an essentially English device, the false accentuation being 
perhaps a comment by the composers of this age on the universally low 
standard of verse they were offered. Ex 5*
The chorus in Purcell's dramatic works plays a part equal to that 
in any Lully opera* The chaconnes and passacaglias are magnificent, 
surpassing Lully’s models, for while Lully designed such movements almost 
wholly as an accompaniment for dancing, furcell trandformed them into 
movements of chiefly aural rather than visual effect. How Happy the Lover 
in King Arthur is probably his finest example in this form. Again it 
is the harmonic richness that is striking. It is indeed reasonable to 
suggest that the full potential of Lully's style only found its complete 
development in English music s
'Purcell having infinitely more fancy, and indeed, harmonisai
resources, than the Frenchified Tuscan . ' 1
Lully's influence in Germany.
•^s we ha^w seen, only a country with a comparatively 
undeveloped national style was likely to adopt French opera rather 
than Italian as a crucial influence. German opera was at this period 
a local culture rather than a national one, and the cultural connections 
between France and Germany were more a matter of personal whim than the 
declared policy which motivated Carles II and his musical household.
2
Lully numbered several distinguished German musicians among his pupils 
but although each was responsible for promoting Erench dance metres 
and orchestral suites in Germany, only Kusser went on tb take part in 
the formation of a national opera for Germany*
1 Burney II 404
2 It is not clear, however, whether Muffat, Fischer, and Kusser 
(or indeed Pelham Humphrey) were members of Lully's orchestra 
or pursued a pupil/amanuensis role.
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Hamburg was the most important commercial centre in
Germany; it was also a meeting place for many artistic traditions*
The fârst public opera house in Germany opened there in 1678, in
direct and flattering imitation of Venice's public opera* The link
with Venice Has not coincidental : Hamburg at this time was a Hansastadt
- a senate governed democracy, and so like the republic of Venice,
able to break free of the conservative tendencies of court opera#
Riccoboni suggests that it was a popular folk movement from the start :
'(The performers ) were all tradesmen or handicrafts; your shoemaker 
was often the first performer on the stage; and you might have 
bought fruit and sweetmeats of the same girls whom the night before 
you saw in the character of Armida or Semiramis#’ 1
It is interesting to observe that while opera in France grew 
out of the native tradition of the ballet, and in England out of the 
essentially spoken drama of the masque, in Germany its roots were 
Biblical, and the early operas were almost indistinguishable from 
oratorio# The first opera at Hamburg was Theile's Adam und Eva (l6?8) 
and it was followed by Franck's Michael und David (1679) and Strungk's 
Esther (l680)* These operas were given entirely in the German 
language and employed not only a chorus but a corps de ballet, trained 
if not peopled by French dancers ;
'All the Dancers of the Opera in Germany ....were bropght from Paris#'2 
So that when Kusser came to Hamburg in 1695 a native tradition was 
established which already incorporated some of the distinguishing 
hall marks of the French style.
Kusser spent some six years in Paris in the l670's as a pupil 
or friend of Lully. His first published composition is evidence of his 
esteem of French orchestral music, a collection of 'Six ouvertures 
de theatre : composition de musique suivant la me^ thode française# •
Like Muffat and Steffani he continued to publish orchestral suites; 
both Apollon Enjoue and Festin des Muses (both published in I7OO) 
are extant. %e dances in Apollon En.joue all have French titles# After 
the Overture follow I-feirche, Ghaconne, Les Satirs, Arlequins et Polichi­
nelles, Eccho (sic) and a Passepied with its trio entitled Les Heures# 
There is little to distinguish these dances from movements by Lully - 
see Ex 6 - but the Overture itself is rather remarkable as an example 
of a translation of the French style into an essentially contrapuntal 
{and therefore German) movement. Ex 7* It is significan;^  that Lully's 
most important contribution to music outside France - the overture - was
1 Riccoboni, A General History of the Stage Trans. 1754 p 212.
2 Ibid p 153
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invariably improved by composers of other countries who adofted it*
Kusser came to Hamburg from the court at Brunswick* He stayed 
there only a few years when "his hot and hasty temperament made it impo- 
ssiblefor him to remain long in one place*....finally, because Germ^y 
sèemed too small for him he went to England*, • .until his luck 
changed and he obtained a post in Dublin* * ^
Kusser con^ osed some 10 or 12 operas while he held 
positions at Brunswick and Hamburg* %ne of these exists in its 
entirety, but a substantial fragment of Erindo (1694) has been 
published in Das Esbe Deutscher Musik vol 3> containing arias, dueta 
and choruses and it is on this work together with the orchestral 
suites that I base my comment^*
In Kusser*s work the French and Italian influences seem 
to be evenly balanced* The Italian influence (which is outside the 
scope of tl^s study ) is chiefly apparent in the arias* These are 
largely da capo in form, with a certain rhythmic four-square constr»- 
uction that, malces them look very like the Italian arias of Steffani*
Ex 8* ïfeny of these Italianate arias are written for obligato 
instruments - flute, violin, trumpet and one rather remarkable 
movement with two obligato bassoons (’Betrachte doch die Qual* III 7) « 
There are, however, a handful of arias in which the voice sings in 
unison with the continue and two high instruments accompany, which are 
identical to those written by Lully in this form : Ex 9* even shows 
a typically French six bar phrase structure, quite uncommon in Kusser* s 
more Italianate arias* In a similarly simple style are the dance 
movements* Kusser casts airs, duets and choruses in the forms of 
Lullian dances - Ex 10 -and in fact in this opera all the choruses are 
dancemovements* %e sequence of movements in this fragment may be 
misleading, but there is evidence of a short pastoral divertissement 
in II 5* The dance choruses are however interspersed throu^out the 
work, and there does not appear to be any feeling for a choral finale 
or any extended Rondeau or Ghaconne in this score*
The Erindo score contains np instrumental music* It seems 
likely that Kusser continued to write French overtures like the one 
quoted above* Another orchestral suite, however, Festin des Muses , 
is possibly a clue to another example of Lully* s influence* Among 
the Gigues and Passepieds of this collection is a movement entitled 
Les Combat tans (Ex 11) This is very much in the manner of Lully* s 
little ritournelles designed to accompany stage business or the
1 Johann Walther, Lexicon 1732#
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Tmovement of machines* Kussere has predictably amplified the rather 
poverty-stricken textures and harmonic progressions of his model, and 
produced an exciting movement which may well have come from one of 
his operas, since it seems more suited to accompany action rather than 
to be heard in the concert hall.
Husser*s successor at Hamburg was Reinhard Keiser® With 
Reiser's appointment the direct link between Hamburg and Paris was 
broken and the specifically french influence gradually disappeared. 
Reiser apparently wrote well over a hundred operas, of which few 
survive complete. He was responsible for broadening the scope of the 
German opera and, perhaps inevitably, in doing so he increased ;^he 
Italian element - certainly Ptench opera in the 1690's had no new 
stimulus to offer, and Reiser had no personal memory of Lully to prompt 
him to cultivate the French operatic forms. Reiser retained the French 
overture, though he transformed the second section from a fugato into 
a homophonie dance (usually a gigue or a Minuet) Ex 12. %ie chorus 
content of his operas varied enormously but some still had substantial 
rondeau choral movements in the metre of French dances. There were no 
French airs, although their simplicity was retained in the strophic 
popular songs in local dialect, while for grander contests. Reiser 
wrote large scale fully orchestrated arias often to Italian texts with 
brilliant obligato parts. (The Hamburg bassoon virtuosi were 
employed again in Octavia I 6 ,'celoso sospetto, an aria with four 
obligato bassoons, two of them very florid.) Reiser continued to 
write dances and in particular dance choruses. But these are French 
only in name, as these examples from Octavia show ; Ex 13*
Reiser’s orchestral writing is clearly influenced by the galant 
in these elegant but empty phrases.
Reiser's successors, Telemann, I4attheson and ultimately 
Handel, only reinforced the trend away from French towards a wholly 
Italian style, and just as the arrival of Handel in England soundéè 
the death knell of English opera, so Italian opera finally dominated 
Germany, extinguishing the native product in the 1730's. French 
opera remained a dormant influence, cultivated in chauvinistic fervour 
by the Ramis tes, and it made no further contribution to the inter­
national scene till Gluck's reform operas.
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A Note on the Pastorals
Lully both began and ended his operatic career with a pastoral,
and the influence of this alternative dramatic form to trag^ie lyrique
can be traced throughout his operas» ^e pastoral idiom seems peculiarly
suited to 17th century France. There was a genuine love of real
countryside - contrasting with the 18th century idealisation of rural
life in the fdtes champêtres t
*No doubt Versailles had some special charm for (Louis); his courtiers 
never could imagine what it was; their complaints and criticism grew 
more and more vociferous as his purpose, which was to make them all 
live there with him, became evident, -^s much as they dared they even 
protested to his face. ‘There is no view.‘ But he loved the view, so 
typical of the lie de France : a great cutting throu^ woodlands 
quietly rolling away to the western horizon and ending in two poplar 
trees. It had always been the same, and though he was to lighten it
with the canal he never would put statuary to replace the poplars...
Louis XIV was a country person. He excelled at all sport and could 
hardly bear to be indoors.* '
French pastoral comedy represents a fusion of traditions. Both 
the Italian pastoral, steeped in classical mythology and peopled with 
nymphs, satyrs, gods and demi-gods, and the Spanish pastoral, with its 
conventional shepherds and shepherdesses, contribute to the French type*
An important influence which united the two traditions and firmly 
established them in ï’rench literature is the enormously lengthy roman 
pastoral. L'Astree by Honoré d‘Urf^ published in 1613» %e pastoral 
theme became a cult, and pastoral comedy existed alongside classical 
tragedy for the duration of the whole century.
The early dramatic pastorals were musically unambitious, consisting
of a string of popular airs inserted into spoken dialogue of ettreme
/ 2 
naivete. The Pastoral d‘Issy appears to have been the first pastoral
drama with extensive music, but as with so many works from this period,
only the libretto is now extant and we can make no assessments. Cambert‘s
pastorals, Pomone  ^ and Les Peines et les Plaisirs de l'Amour ^  were
historically of the greatest importance. It is possible, even, to say that
had they not been written, Lully might never have turned to the creation of
trage^ ie lyrique.
1 Nancy Mitford, The Sim King . London I969 p 11-12.
2 See p 33 
5 P 35
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But again only fragments of the scores remain and we cannot fairly assess 
their musical value and influence on the basis of an overture and an act 
apiece* It can safely be surmised, however, that Lully*s pastiche work 
in the genre. Les Pestes de 1 ‘Amour et de Bacchus (for which sources 
do exist)was scarcely more substantial in musical terms and considerably 
less organised in plot.
The pastoral convention is strongly present in two of the early 
operas, Atys and Isis. It is also a particularly appropriate idiom 
for the prologues and divertissements throughout the trag^ies* notably 
the village wedding in Act IV of Roland. But it was not until his last 
completed work, Acis et Galatee. that Lully seriously interested himself 
in an extended composition in the pastoral style.
Acis was first performed at the Chateau d'Anet on September 6th 
1686. Many circumstances divide it from the canon of twelve operas 
which precede it. The librettist was Campistron - and his contribution 
to Acis is sufficient to illuminate the enormously important part played 
by Quinault in establishing the tone of the tragedies. Then, it was written 
not for the king (though it was dedicated to him) but for the prince of 
Vendors and his notoriously libertine acquaintance, which included the 
Dauphin. It is in fact an extraordinarily youthful work to have come from 
the pen of a man of 54, a work coloured with zest and humour, and totally 
lacking the pomp and noble earnestness which characterise the operas.
Campistron cast Acis in three acts, and it is from every point of 
view a slighter work than any of the operas. The plot is singularly 
uncorapelling. It deals with the rivalry of the shepherd Acis and the giant 
Polipheme for the nymph Galat/e« When Polipheme slays Acis (in his quite 
justifiable rage for he finds Galate^ , who has accepted him, exchanging 
vows with the shepherd) Neptune changes Acis into a river so that he is, 
if not united with, at least not finally separated from, his Calate4 *
The dialogue in which this plot unfolds is thus on a level with the 
tedious exchanges between the confidants in Isis and Proserpine and deals 
largely with the unmotivated whims and fancies of lovers.
Musically, however, it is of considerably greater interest and is 
a fitting work to crown Lully*s dramatic career. %e dominant influence 
throughout the work is the dance. Apart from the actual dance movements
1 P 35
many airs are written in the style of dances, with extensive use of both
triple and compound duple time. The three bar phrased Minuet is particularly
prevalent (for example the duet and chorus *Que 1‘amour qui nous enchaîne‘
which opens I 6), giving a feeling of lightness and insubstantiality
which is wholly appropriate to the pastoral idiom. Lully’s melodies had
never before been so memorable ; the popular appeal of the work must have
been tremendous, but the fact that he was writing in the first place not for
the Académie but for an out-of-town diversion for his own friends may have
prompted Lully to indulge in tunes with an almost Italianate lyricism :
/
sequences are conspicuous - the prelude to ‘Paudra-t-il encor vous attendre* 
in f 2/ and scale passages - dtexair ‘Que les plus galantes fetes* in I 6.
And these together with a new harmonic simplicity add to the inevitability 
of the melodic line. Inevitability is not a quality one could often 
associate with Lully's earlier work.
Lully's concept of the Pastoral, then, is of a chain of dances, e^ 
is obsessed with the chacomne throughout the work, and where the danced 
chaconne is inappropriate, the chaconne ground bass is exploited. In the ^
recitative scene between Galatee, Acis, Scylla and Teleme (l 5) a
chromatically decorated descending tetrachord twice interrupts the unmeasured |
recitative to underline the pathos of Teleme's cries ; 'Que me servent ces ;
soins que mon coeur prend pour vous ?* and again, '0 Ciel! Quel destin est 
le nostre ?' Ex 15"
There is a novel use of the chaconne in iSJ II scene 5 where, after 
ten reiterations of the four bar chaconne bass, Galatee enters with a short 
reprise air which is incorporated into the chaconne. After another instrument aC 
passage she enters again - but is interrupted in mid bar (a new departure 
for Lully) by the arrival of Polipheme. Here Lully deliberately plays on 
our expectation of a long movement to create the surprise of Polipheme's
entry. The work closes with one of Lully's longest passacailles - 336 bars
+,
without reprises, including airs, duets, and choruses. This movement 
seems particularly substantial in the context of this short work.
Instrumentally, the work is coloured by appropriately pastoral 
flutes. Almost every dance has its trio episode marked 'flutes' for - 
presumably - two recorders and a bass flute, there is an interesting use of 
flutes imitating pan pipes in II 6, Polipheme's march - a comic effect, 
contrasting with the ponderous and low pitched march tune for stringsf* The 
most striking instrumental movement, though, is for strings alone : the prelu de
1 14
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to Gal at ^  ' 8 soliloquy 'Enfin j 'ay dissipé^  la crainte qui m'arrestoit* 
(ill ?)• Here, rocking two-note phrases in an imitative fivepart texture 
paint 'I'agreahle murmure des eaux, ' recalling Renaud's 'Plus j'observe  ^
ces lieux', though the effect here is finer and more delicately expressive#
The pastcWTal was not an important medium for Lully, but Acis 
constitutes a useful reminded that his talent was a diverse one, and it is 
in this pastoral scenepainting as well as in the great dramatic recitatives 
of the tragedies that his genius finds expression#
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12.
A Note on the Productions.
Any discussion of the production methods employed in Lully's 
operas encounters at the onset one formidable problem ; his operas were 
regularly performed both at the Académie Royale de Musique (in the Salle 
of the Palais Hoyalè and also at the various royal chateaux - principally 
St e^rmain and Versailles - so that a considerable difference must have 
existed in the conditions available. The Palais Royal had, for example, 
machines suspended from the ceiling and trapdoors let into the floor of 
the stage. Neither of these facilities would have been available for the 
open air performances in the Cour de Marbre at Versailles. The evidence 
suggests, however, that the sets for the outdoor performances were not 
negligible ; on January 14th 1685 a scheduled performance of Roland 
had to be transferred from the Cour de Marbre to the Riding School 
because of a sudden storm - it took fully three hours to effect the move.
Sources of material for a study of the productions are
fragmentary. We have to rely on engravings which were not necessarily
intended to be accurate records, and descriptions by contemporaries
which as often intend ridicule or hyperbole as factual reporting. We are
fortunate when the written and the pictorial evidence coincides, as it
does for a performance of Alceste at Versailles on July 4th 1674* The often
reproduced engraving (Plate l) is supported by a contemporary account
quoted by Ludovic Cellar^ :
'Les croisées, tant de la petite cour que de la grande, et les 
balcons des faces estoient éclairez par deux rangs de bougies; 
l'entablement etoit aussi éclaire'^ d'autres lumières espacées à un 
demi-pied l'une de l'autre. Le theatre, qui se trouvoit préparé 
pour la tragédie, contenoit toute la petite cour pavée de marbre.*
The sides of the courtyard were decorated with a dozen orange trees in tubs.
Rare plants in faience pots were placed between the orange trees, and
garlands of flowers were draped around. The windows of the rooms facing
the courtyard were also lit from within. The chorus were arranged in two
rows on either side of the stage and remained almost motionless 'comme à
la parade' throughout the whole opera.
1 Ludovic Celler : Les Decors, les Costumes, et la Mise en Scene au 
XVII siècle , a^ris I869. p 152.
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It is interesting to observe the similarity in effect between 
the outdoor scene in Plate 1 and a typical stage set (Plate 2). Scenery, 
in fact, imitated contemporary architecture and there was a reciprocal 
relationship between landscape gardening and the perspective bachcloths 
used in the theatre* Plate 3 shows an outdoor production of La Princesse 
d* Elide in May I664 in which a massive proscenium arch has been 
errected to frame the Grande Allée at Versailles, transforming it quite 
simply into a stage set* This typifies the philosophy of 17th century 
design - the pussuit of illusion and especially the blurring of 
distinctions between 'indoors* and 'outdoors*.
The chandeliers in Plate 3 are more a gesture towards creating
the illusion of the theatre than to provide any real help with the 
1
lighting, Celler suggests that the standard of lighting at the Palais 
Royal was poor but that this very deficiency helped the producer to 
bring off imperfect scenery and clumsy machines. The lighting was almost 
entirely by means of candles : oil lamps were considered too dark and 
smoky for extensive use.
2Menestrier distinguishes three sorts of scenery in use 
in the late 17th century ; that which can be swung round on pivots, 
that which is slid in from the wings and that which, being folded cloth, 
can be pulled up from the flies. There are many contemporary complaints 
about the noise of moving panels. Celler quotes from Sabattini's 'La 
Manière de fabriquer les théâtres* (I638) in which the author exhorts 
producers to effect movements 'at a point at which actors shout or break 
things, or where drums or trumpets are heard.' All of Lully's operas 
contain transformation scenes which would exploit these devices.
It seems likely that the machinery was noisy too, Plate 4 
shows a design for the chariot which Phaeton drives round the heavens 
in Act V of the opera. This particular machine has lateral as well as 
vertical movement. It cannot, however, compete with the machine of 
Pegasus, devised for a production of Corneille's Andromède in 1682.
The Mercure Galant relates that on learning that Persée was always 
mounted on a real horse - albeit a static and earth-bound one - in
1 Op. cit.
2 In Des Ballets Anciens et Modernes Paris 1682 p 214.
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Plate 4-
Italian productions of the story, the producer had made a suspended 
harness hy which a real horse was elevated and moved across the *sky*© 
Rumour added that the horse was starved all day, and w e^n hoisted 
aloft, he was excited by the smell of new hay which was brandished by 
an actor standing in the wings, and his hunger caused him to 'make 
flying movements' with his head and legsi (Celler discounts the truth 
of this on the grounds that horses hoisted by cranes at the deskside 
hang like dead weights and make no movement of head or limbs.)
If we see scenery and machines as an attempt to imitate 
nature as closely as possible, the same cannot be said of the theatrical 
costumes of the period. 'La simplicité' théâtrale déplaisait aux 
courtisans. '  ^ Costumes were far from simple. Neither contemporary
fashion nor historical verisimilitude entirely governed their design. 
Celler describes the costumes for Atys as 'oscillant entre l'époque 
de Louis XIV, l'Inde, et la chevalerie féodale.'  ^ While the
prologues and pastoral divertissements contained nymphs and satyrs 
in traditional #costumes antiques', with the opening of the first act
of any of the operas, the fantastic was the only rule.
There is evidence to show that the women wore more or less 
normal 1?th century dness - 'comme les nobles curieuses qui les 
regardaient jouer' - with the exception of extravagent headgear 
usually constructed out of osrtich plumes, Celler describes a head­
piece for Sangaride which is designed to imitate a firework display.
Other constructions imitated fountains, ferns, pots of flowers etc.
The men, too, are burdened with elaborate plume effects (Plate 5) and 
the rest of their costume owes much to vaguely 'eastern' effects. The 
only concession to genuinely historical design occurs in the Greek 
tunics that, for example, both Admète and Alcide wear in the production 
of Alceste discussed above. There is no doubt some significance, though 
it is open to differing interpretations y in the Règlement of November 
19th 1714 which stated that 'singers and dancers of the Opera shall 
wear the costumes allotted to them and no others,' and one wonders 
whether this ruling was issued to prevent simplification or elaboration 
of the original costumes.
1 Celler op.cit. p I4I
2 » " p 158
3 " " p 150
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It seems probable that Lally was well served by his 
productions* For while his music was not without its devoted 
admirers, his works were unlikely to satisfy a court accustomed 
to the magnificence of Versailles if they did not in some degree 
mirror the same magnificence in their settings*
